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 In my dissertation, I argue that dance—whether as practice or performance— embodies 
the ideologies and values of the human communities that creates it. Specifically, I posit that the 
contredanse, a French derivative of the English country dance, embodied a mode of sociability, 
which echoed the social ideals and interactive networks of the French Enlightenment. In contrast 
to the precise choreography and performative elitism of court dancing and ballet, the contredanse 
incorporated many dancers into a lively, ever-changing series of movements that disregarded 
class or rank. It favored an egalitarian and interactive approach to human sociability rather than a 
deterministic and hierarchical social order.  
 I explore the historical and ideological communities fashioned by the contredanse from 
three perspectives. In the first chapter, I consider the process by which the English country dance 
became the French contredanse, a process evolving over the course of four translative 
movements: linguistic, spatial, choreographic, and cultural. In the second chapter, I demonstrate 
the type of sociability enacted and visualized by the contredanse through its choreographic 
structures as well as in the socio-economic processes of dance apprenticeship and performance 
current in eighteenth-century France. In the final chapter, I explore the identificatory interaction 
of spectators and dancers via the visual display of the contredanse in ballets, comic operas, and 
other forms of musical theater. The appearance of the contredanse, a “real” social practice,  
 iv 
within a dramatic performance developed a community of affect that allowed French theater-
goers to identify with the world onstage and to authentically experience the emotions and ideas 
being performed by the fictional characters.  What emerges through this tri-part analysis of the 
exchanges and collective associations encouraged by the contredanse in eighteenth-century 
France is a highly visible “Republic of Dancers” that embodied the collective identity and 
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INTRODUCTION: ENLIGHTENING HISTORICAL DANCE 
 
 “Miss Amanda, are you dancing ‘Mr. Beveridge’s Maggot’?” A tall, lanky young man in 
nicely-pressed trousers and a brick-red sweater extends his open palm to the girl standing along 
the side of the ballroom. He has singled her out among the throngs of colorful skirts and, once 
assured of her willingness, leads her from the margins of the dancing space to front and center 
where everyone—the hundreds of dancers staking places on every available square inch of 
parquet floor—will be able to see her. He knows she is a capable dancer: with light feet that 
glide from position to position, a dainty hand that brushes his then pulls away when musically 
commanded, and a quick mind that recalls the sequence and range of movements necessary to 
execute “Mr. Beveridge’s Maggot.” She dare not refuse. To do so would be extremely rude, but 
neither is it something she desires. His hopeful daring rewarded, the lad grasps the girl’s 
bestowed hand with a smile of pleasure and situates her within the dancing space such that she 
will command the focus of the room and magically synchronize the dancers in one, fluid gesture, 
ebbing and flowing as if in dialogue with the fiddle accompanying them.  
 Perhaps this scene seems overly-dramatized to the modern reader, too imitative of period 
television dramas produced for the romantically-inclined viewer. Indeed, “Mr. Beveridge’s 
Maggot”—an English country-style dance first described in the ninth printing of John Playford’s 
The Dancing Master (1695)—is featured in the 1995 BBC miniseries production of Pride and 
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and Prejudice. 1 It is this choreography in two parallel lines, gentlemen to the left and ladies to 
the right, that foregrounds the first, searing dialogue between Mr. Darcy and Elizabeth Bennet.2 
Nevertheless, the camera’s isolation of the dancing couple belies the collective nature of the 
dance and the interactions that it fosters not only between partners but between all the couples on 
the dance floor. The kinetic script of the country dance—a series of walking steps through 
crossing and circling geometric configurations, in time to a few bars of uncomplicated violin 
music—links the individual bodies of “as many as will,” bringing them together in a harmonious 
community of movement. The choreography initiates a conversation among the dancers; between 
the dancers, their spectators, and the musicians; between the time of the music and the space of 
the body(ies); and across centuries and cultures, among French, English, or American dancers of 
the seventeenth, eighteenth—yes, even the twenty first century, as the lad and his lady will 
attest.3 In re-presenting the movements and structures of the dance form, the dancers generate a 
sensation of choreographic continuity with past dancing communities, but they also enact 
difference—of epoque, gender, performative context, and affective response. 
 “Mr. Beveridge’s Maggot” is an example of a type of early modern English social dance, 
commonly called the English country dance. This dance form also had a choreographic and 
 
1 John Playford, The Dancing Master: Or, Directions for Dancing Country Dances, with the Tunes to each Dance 
for the Treble-Violin, 9th ed. (London, 1695), 180, IMSLP Petrucci Music Library.  
 
2 Simon Langton, dir., Pride and Prejudice, episode 2 (London: BBC, 1995), TV miniseries. An excerpt of this 
ballroom scene into which the choreography of “Mr. Beveridge’s Maggot” was incorporated can be found at the link 
below. It is important to note that the dance as dramatically portrayed for film may not reflect strict, historical 
replication of the Playford country dance in its original form. Dancing in England underwent many social and 
choreographic changes between the Commonwealth and the Regency periods, but the clip will serve as an orienting 
illustration of the movements, structures, and type of sociability that characterize the English country dance and its 
French derivative, the contredanse. https://www.youtube.com/watch?v=dBgaO9Va5cA.  
 
3 During my undergraduate and graduate studies in St. Louis, I had the opportunity to attend numerous English 
country dance “balls,” or practices, hosted at St. Francis Xavier Church on the campus of Saint Louis University. 
These balls would draw hundreds of participants from across the St. Louis metro region. The “lad and his lady” of 
this dissertation were real dancers at these balls, and although I do not now remember if they ever danced “Mr. 
Beveridge’s Maggot” in particular together, they did dance many others.   
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societal counterpart in France. Known as the contredanse, the continental variant of the country 
dance derived its repertoire of steps, its range of figures, its foundational shapes, its music, and 
its atmospheric sociability from its English predecessor before being exported all over Europe as 
one of the most popular dances of the Enlightenment era. Dance historian Jean-Michel Guilcher 
attests to an “esprit de la contredanse” (spirit of the contredanse) that infected the dancing 
practices of eighteenth-century society and refashioned the ballroom repertoire in its entirety 
during the period.4 
 Yet, despite a few, key studies on the contredanse, such as that of Guilcher and those of 
Sylvie Granger and Karl Heinz Taubert, little academic writing has sought to integrate the 
contredanse—or social practices of dancing, in general—more fully into accounts of the social 
fabric of early modern Europe, despite the definitive presence of social dance in the historical 
record as documented by dance treatises, choreographic manuals, and newspaper accounts of 
balls and festivals.5 More scholarship has treated artistic or theatrical forms of dance such as 
ballet, or courtly dances such as the menuet and the sarabande, analyzing how these dances 
formed and reinforced socio-political identities and practices during the early modern period.6 
 
4 Jean-Michel Guilcher, La contredanse et les renouvellements de la danse française, Études Européennes VI 
(Paris : Mouton, 1969), 92. English translations for all French citations, including those from Guilcher, in this 
introduction are mine unless otherwise noted. Italicization of foreign terms in this dissertation will follow 
conventional, stylistic guidelines with the exception of “contredanse,” which will be considered standardized 
English vocabulary, not requiring italicization.  
 
5 Sylvie Granger, Danser dans la France des lumières (Rennes: Presses universitaires de Rennes, 2019); Karl Heinz 
Taubert and Joseph Lanz, ed., Die Anglaise: countrey dance—contredanse anglaise—Anglaise; Choreographie, 
Tanzanweisungen, Geschichtl (Zurich: Verlag Musikhaus Pan, 1983). 
 
6 I shall use the categorizations of “theatrical dance” and “social dance” to distinguish between dancing that was 
designed for stage performance and that which was practiced more frequently as a social activity off the stage. It 
must be noted that it is difficult, if not impossible, to neatly separate dances of the early modern period into these 
two subcategories as the same dance was often performed on and off the stage. Furthermore, the designation “social 
dance” is anachronistic and did not exist as a distinct category during the early modern period. The distinction 
between theatrical and social dancing is blurred even more when one considers that even theatrical performances 
were social activities and that social dances were still a performance of identity, individual and collective. I am 
aware of the fluidity and ambiguity which these terms present and the barriers that they impose to study of historical 
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Rebecca Harris-Warrick, for example, reads dance as an integral facet of baroque opera that 
contributed to the performance of monarchical politics.7 Mark Franko proposes that grotesque 
dance performances served as a narrative of political tensions at the French court.8 Sarah Cohen 
confers political significance on bodily artifice (the performing body) and on the artistry of the 
body (the represented body).9 Edward Nye and Susan Leigh Foster document the independent 
voice granted to the dancing body in the ballet d’action—an independence, according to Foster, 
that reflects a gradually increasing awareness of the independence of the individual dancer’s 
body from that of the king.10 These scholars’ commentaries on ballet and courtly danse noble 
occasionally acknowledge the historical existence of the contredanse, but they do not devote 
their attention to it. 
 To thoroughly understand a society and the way it defined and redefined itself, however, 
one must justly assess all manners in which this society expressed itself. Much insight 
concerning Enlightenment-era communities and eighteenth-century paradigms of societal 
organization and structure—as so critically articulated in the scholarship of Jürgen Habermas, 
Roger Chartier, and Daniel Roche, for example—remains to be gained by duly integrating the 
 
dance and its cultural significance. Nonetheless, for the sake of facilitating study at all, I shall retain these two 
general distinctions while acknowledging and exploring the nuances within them. I must also emphasize that in 
using these two categories, I am placing greater emphasis upon the place in and the purposes for which the dance 
was practiced rather than on the choreography of the dance itself. 
 
7 Rebecca Harris-Warrick, Dance and Drama in French Baroque Opera: A History (Cambridge, UK: Cambridge 
Univ. Press, 2016), 1. 
 
8 Mark Franko, Dance as Text: Ideologies of the Baroque Body, rev. ed. (Oxford: Oxford Univ. Press, 2015). See 
particularly his “Prologue: Constructing the Baroque Body” (p. 1-14). 
 
9 Sarah R. Cohen, Art, Dance, and the Body in French Culture of the Ancien Régime (Cambridge, UK: Cambridge 
Univ. Press, 2000). See especially her introduction (p. 1-12) and Chapter 1: The Court Ballet (p. 13-52).  
 
10 Edward Nye, Mime, Music, and Drama on the Eighteenth-Century Stage: The Ballet d’action (Cambridge, UK: 
Cambridge Univ. Press, 2011); Susan Leigh Foster, Choreography & Narrative: Ballet’s Staging of Story and 
Desire (Bloomington: Indiana Univ. Press, 1998), 2-3.  
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contredanse, its practices and forms, into the broader socio-historical landscape.11 Moreover, the 
contredanse, as a transnational dance form, necessarily occupies a role in the cross-Channel 
narrative of Franco-English interchanges. Frédéric Ogée, Renaud Morieux, Josephine Grieder, 
and Michel Fuchs offer critical perspectives on the relationship between England and France in 
the early modern period, but dancing merits no consideration in their work.12 This dissertation is 
a response to the repleteness of scholarship on eighteenth-century France, which nevertheless 
obscures and marginalizes the role of dance and, particularly, the contredanse in Enlightenment-
era societies. 
 On the one hand, the absence of the contredanse from scholarship of the early modern 
period should strike the reader as anomalous. Dancing masters, choreographers, and librettists 
such as Jean-Georges Noverre, Louis de Cahusac, Jacques Bonnet, Pierre Rameau, and Raoul 
Auger Feuillet wrote prolifically on the topic of dance as practice, performance, theory, and 
ideological abstraction, raising questions on the transhistorical, universally human essence of 
dance itself and on its purpose within and influence upon society.13 Their effuse writings on 
 
11 Jürgen Habermas, The Structural Transformation of the Public Sphere: An Inquiry Into a Category of Bourgeois 
Society, Studies in Contemporary German Social Thought, trans. Thomas Burger, with the assistance of Frederick 
Lawrence (Cambridge, Mass.: MIT Press; Cambridge, UK: Polity Press, 1989); Roger Chartier, Les origines 
culturelles de la Révolution française (Paris: Seuil, 2000); Daniel Roche, France in the Enlightenment, trans. by 
Arthur Goldhammer, 2nd ed. (Cambridge, Mass.; Harvard Univ. Press, 2000). 
 
12 Frédéric Ogée, “Better in France?”: The Circulation of Ideas across the Channel in the Eighteenth Century 
(Lewisburg: Bucknell Univ. Press, 2005); Renaud Morieux, The Channel: England, France and the Construction of 
a Maritime Border in the Eighteenth Century (Cambridge, UK: Cambridge Univ. Press, 2016); Josephine Grieder, 
Anglomania in France, 1740-1789: Fact, Fiction, and Political Discourse (Geneva: Librairie Droz, 1985); Michel 
Fuchs, A Tale of Two Cultures: Anglomania in France (Birmingham: Institute for Advanced Research in Arts and 
Social Sciences, University of Birmingham, 2002). 
 
13 Jean-Georges Noverre, Lettres sur les arts imitateurs en général, et la danse en particulier, 2 vols. (Paris, The 
Hague, 1807), Gallica; Noverre, Lettres sur la danse, et sur les ballets (Lyon, 1760), Gallica; Louis de Cahusac, La 
Dance ancienne et moderne, ou Traité historique de la danse, 2 vols. (The Hague, 1754), Gallica; Jacques Bonnet, 
Histoire Générale de la danse sacrée et profane, ses progrès & ses révolutions, depuis son origine jusqu’à présent 
[…] (Paris, 1723), Gallica; Pierre Rameau, Le Maître à danser […] (Paris, 1721), Gallica; Raoul Auger Feuillet, 




dance stand in contradistinction to the marginal, if not invisible, place occupied by the subject in 
the fiction, essays, and letters of French lumières. Even the most celebrated of Enlightenment-era 
authors such as Voltaire, Denis Diderot, Jean-Jacques Rousseau, and Etienne Bonnot de 
Condillac, who wrote in great detail on other art forms (some even being artists in their own right 
and instrumental in the transformation of early modern dramatic and musical performance 
practices) spoke of dance only in passing.14 This ambivalence—simultaneous presence and 
invisibility in the textual traces of the eighteenth century—underscores an uncertainty 
concerning the identity and purpose of dance and misgivings about its place in human society 
that have echoed across time. The absence of dance from contemporary studies of 
Enlightenment-era Europe and its sociable communities and the marginalization of dance in 
present-day scholarship on networks of historical-cultural exchange only replicate the 
indeterminacy that marked discussions of dance in the early modern period. Rather than 
circumventing or ignoring this ambiguity, however, this dissertation seeks to enter into and 
engage with such uncertainty and to provide a contextual framework in which the historical 
elusiveness of dance can be foregrounded and explored. 
 
The Case Study of the Encyclopédies 
 Two of perhaps the most well-known material productions of Enlightenment-era France 
offer a particularly striking microcosm of the historical ambiguity and uncertainty surrounding 
 
14 See especially  the collected critical editions of Voltaire, Théâtre complet, dir. Pierre Frantz, 6 vols. (Paris: 
Classiques Garnier, 2019-); Denis Diderot, Oeuvres, ed. Laurent Versini, vol. 4, “Esthétique-Théâtre” (Paris: R. 
Laffont, 1996); Jean-Jacques Rousseau, Œuvres complètes, ed. Bernard Gagnebin and Marcel Raymond, vol. 5 
“Écrits sur la musique, la langue et le théâtre” (Paris: Gallimard, 1995); and Etienne Bonnot de Condillac, Essai sur 
l’origine des connaissances humaines: (Ouvrage où l’on réduit à un seul principe tout ce qui concerne 
l’entendement humain), ed. Aliénor Bertrand (Paris: Vrin, 2002).  
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dance: the Encyclopédie, ou Dictionnaire raisonné des sciences, des arts et des métiers of Denis 
Diderot and Jean le Rond d’Alembert and the Encyclopédie méthodique of Charles-Joseph 
Panckoucke. Like the interactive and linking movements and structures of a contredanse, 
d’Alembert and Diderot envisioned their Encyclopédie as a constellatory mappemonde of 
knowledge, organized into interconnected articles. In order for such a project to exist, the 
encyclopedists depended upon the reader entering into a sort of “game” where he or she was 
responsible for chasing down the subject and its meaning in its entirety.15 To facilitate this 
exercise, the reader of the Encyclopédie was given three tools: a pictorial arbre généologique, a 
chart of the savoirs called the “Système figuré des connaissances humaines,” and a network of 
renvois, or cross-references, that linked the articles together. And in case the reader was unsure 
how to use these three tools, Diderot and d’Alembert provided a thorough explanation and 
justification of each in the “Prospectus” and “Discours préliminaire.”  
 Yet, dance makes no appearance in this front matter. There are many classificatory 
categories within the “Système figuré” into which dance could fall—Dominique Bourassa has 
suggested that it could easily be a manifestation of “geste” like “pantomime” or that it could be 
yet another aspect of “poésie dramatique” as “tragédie” and “opéra” are—yet it appears 
nowhere.16 The articles dedicated to dance (and there are many) likewise dissolve the illusion of 
a constellatory map of interconnected, interlinking knowledge. Some of these articles are 
classified (“Danse” is supposed to fall under “Art & Histoire,” a dual category that does not 
actually exist in the “Système figuré”); some contain direct cross-references (“Danse” is linked 
 
15 Stephen Werner, “The Encyclopédie ‘index,’” in Using the Encyclopédie: Ways of Knowing, Ways of reading, ed. 
Daniel Brewer and Julie Candler Hayes (Oxford: Voltaire Foundation, 2002), 267. 
 
16 Dominique Bourassa, 2018, “Terpsichore in the Spotlight of the Lumières: Dance in the Classification of 
Knowledge During the Age of Reason,” paper presented at the 20th Annual Oxford Dance Symposium Dance and 
Drama, New College, University of Oxford, April 17-18, 2018.  
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to “Geste” and “Chant”); and some are of substantial length, but many more are completely 
unconnected to the Encyclopédie as a whole. Even if the reader attempts to follow the 
instructions given in the “Discours préliminaire” and look up other articles and subjects which 
self-evidently appear connected to the dance article at hand, the indirect renvois as often as not 
lead to classificatory dead ends, as frustrating and obscure as those mapped by their direct 
counterparts.17 For example, if one attempted to classify the article “Contredanse” based on its 
etymological components alone (“contre” and “danse”), it would fall under “Histoire,” under 
“Art,” and under “Grammaire.” A triple classification with no clarity as to which is more correct! 
It is as if the editors of the Encyclopédie could not concretely or empirically identify the 
characteristics of dance or its forms and, therefore, chose to abstain from identifying it at all.   
 This supposition is reinforced by the treatment of dance in Panckoucke’s Encyclopédie 
méthodique. Claiming to expand upon and perfect the monumentalism of d’Alembert and 
Diderot’s Dictionnaire raisonné, Panckoucke nonetheless replicated the mistake of his 
predecessors by forgetting to include dance in his prospectus. In 1785, he admitted the oversight 
and announced that he would at last be submitting for print a volume of the Encyclopédie 
méthodique that discussed dance.18 But instead of rectifying his previous error, Panckoucke’s 
supplement added insult to injury. He omitted a reading guide (une table de lecture) in this 
volume on the arts académiques, claiming that “l’escrime & la danse sont trop peu considérables 
pour en avoir besoin” (Fencing and dance are of too little importance to really need such a 
 
17 “Discours préliminaire,” in Encyclopédie, ou Dictionnaire raisonné des sciences, des arts et des métiers, ed. Denis 
Diderot and Jean le Rond d’Alembert (Paris, 1754) 1: xviii, The ARTFL Project. 
 
18 Avis divers, Journal général de France (Paris), Dec. 17, 1785, 608, Google Books.  
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guide). 19 According to the encyclopedist, the constituent components of dance—its steps, 
structures, music, and performance—were mere “définitions,” not autonomous objects of 
knowledge, worthy of individual analysis. 20 To understand dance in general was to understand it 
in its particulars. In other words, dance was such a minor part of human existence that its place 
within an encyclopedic map of human knowledge and experience could be ignored and erased. 
Even in a work that aspired to comprehensive globality, dance was merely a thing to be 
described. It possessed no considerable, independent significance. 
 In contrast stands Diderot and d’Alembert’s Encyclopédie.21 Unlike Panckoucke’s hasty 
dismissal of dance as extrinsic to the savoirs, the editors of the Dictionnaire raisonné assure the 
reader that the connections between knowledges are irrevocable and incontestable and that these 
liaisons can be detected in the “disposition des matieres dans chaque article, & par l’exactitude & 
la fréquence des renvois [sic]” (placement of the information in each article and by the 
exactitude and frequency of the renvois).22 They assert that the style of an article corresponds to 
its subject and aims.23 Thus, an obscure and elusive approach to a particular subject, such as 
dance, does not necessarily counter the interconnectivity and interdisciplinarity underlying the 
Dictionnaire raisonné but, rather, refashions it in order to reveal something about the subject 
 
19 Charles-Joseph Panckoucke, ed., “Avertissement” in Encyclopédie méthodique. Arts académiques. Equitation, 
escrime, danse, et art de nager (Paris, 1786), n.p., Google Books; Nouvelles littéraires, Mercure de France (Paris), 
Dec. 8, 1781, 58, Google Books.  
 
20 Panckoucke, “Avertissement,” in Encyclopédie méthodique, n.p.  
 
21 Olivia Sabee has described Panckoucke’s treatment of dance as the disciplining of Diderot and d’Alembert’s 
interdisciplinary approach. See Sabee, “Encyclopedic Definitions: Tracing Ballet from the Encyclopédie to the 
Gazzetta Urbana Veneta,” Eighteenth-Century Studies 52, no. 3 (2019): 320. 
 
22 “Prospectus,” in Encyclopédie, 1: 8. 
 
23 “Prospectus,” in Encyclopédie, 1: 3 
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itself.24 Dance is elusive and ephemeral and so it must be inscribed and explained in an unbound 
and unrestrained manner; its methodological treatment must be one where subjects are expressly 
not connected to one another, not tethered to knowledge networks—exactly as we see in the 
Encyclopédie. According to Joan Landes, this is the essence of truly connected knowledge; it is 
an interdisciplinary network of ideas, conceptions, and experiences that juxtaposes, crosses, and 
interweaves autonomous, disciplinary methods in order to “transfor[m] what we know and how 
we know it.”25  
 This type of interdisciplinarity—or, more correctly, un-disciplinarity—which eludes 
fixed definition and identifiable enchaînement, is particularly evident in Louis de Cahusac’s 
article “Contredanse” for the Encyclopédie.26 Rather than be wary of the lack of absolutism 
present in his subject, Cahusac embraces the uncertainty of ephemeral movement and the 
interlocking fluidity of the country dance form—perceiving this indeterminateness as the very 
attribute that makes the contredanse so attractive to eighteenth-century French society. He 
acknowledges traditional, disciplinary boundaries—sub-sectioning his article according to the 
three dimensions that characterized the contredanse of his era—but then weaves them seamlessly 
together in an interdisciplinary, interconnected whole that opens out into the realm of possibility. 
Cahusac goes beyond interdisciplinarity itself to locate the meaningfulness of the contredanse 
elsewhere. His article begins with a description of how and what the contredanse is, but ends by 
 
24 Daniel Brewer and Julie Candler Hayes have asserted that the interdisciplinarity exemplified in the structure and 
ideology organizing Diderot and d’Alembert’s Encyclopédie not only documents knowledge but “focuses, reshapes, 
and redirects it.” Brewer and Hayes, “Editors’ Preface, or Dialogue between A and B,” in Using the Encyclopédie, 
vii. 
 
25 Joan B. Landes, “Trespassing: Notes from the Boundaries,” in The Interdisciplinary Century: Tensions and 
Convergences in Eighteenth-Century Art, History and Literature, ed. Julia V. Douthwaite and Mary Vidal, Studies 
on Voltaire and the Eighteenth Century 2005:4 (Oxford: Voltaire Foundation, 2005), 120.  
 
26 Louis de Cahusac, “Contredanse,” in Encyclopédie, 4: 133.  
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considering what it is capable of doing and what it does. The concreteness of movement and the 
visibility of performance evaporate, much as dancing does in actuality, so that the reader is left 
pondering the “afterlife” of the dance form. For Cahusac, the contredanse was more than a 
matter of aesthetics and divertissement. It encouraged a type of social structure and sociable 
interaction that augmented the choreographic appeal of the dance form but that had a meaningful 
and lasting effect on society even when not being actively danced. 
 
Reviving the Undisciplinarity of the Contredanse 
 My dissertation takes its cue from Cahusac’s encyclopedia article “Contredanse” in its 
subject, methodology, and situation of meaning. It centers on the documented presence of the 
contredanse in early modern France in order to ask what the contredanse did in French society 
and culture. I argue that the French contredanse—a linguistic, choreographic, and ideological 
derivative of its predecessor the English country dance—disrupted established protocol by 
suggesting movements and configurations that were contre, contrary to, established conventions 
of decorum in dancing. Its cultural prominence during the eighteenth century may have been due, 
in part, to the coincidental way that the dance form physically imaged the interconnected 
community of egalitarianism and social cohesion being described and conceived by writers and 
thinkers of the day.  
 In contradistinction to the choreography of the danse noble, which dominated court balls 
and spectacular entertainments in France until the late eighteenth century, the contredanse 
quadrupled the number of participants in each group, or set. It also resituated the focal point of 
the dancers and obscured that of the spectators. In the contredanse, there was no clear présence, 
or head, to orient the dancers and the choreography; the participants looked inwards, to 
 12 
themselves, whereas spectators could choose whom to observe at any given moment. But then, 
there were very few remaining spectators, for the contredanse was a simple dance and the 
greatest amusement was to be had in participating, rather than observing. Not only did the 
choreographic details of the dance (or lack thereof) oppose French traditions of detailed 
footwork and precise gestures, but its performance also countered former performance customs. 
Rather than a ring of admirers encircling a solitary couple—such as illustrated in Pierre 
Rameau’s Le Maître à danser (Figure A.1)—the ring now danced and those who watched found 
themselves isolated from the action. Such visual and kinetic shifts necessitated ideological shifts 
as well, altering accepted definitions and practices of space, temporality, participation, and 
spectatorship within Parisian society. In order to dance a contredanse, one was required to adapt 
not merely to new patterns of movement and interaction but also to whole systems and structures 
of being. The contredanse choreographically and societally fashioned a “Republic of Dancers,” 
giving bodily form to the idealization of a universal humanity and interlinking world of 
knowledge that Enlightenment-era philosophes and encyclopedists imagined. 
Different from traditional French court dances, the contredanse also diverged from its 
English predecessor, at least choreographically. Unlike dancing masters in the German states or 
the Netherlands, French dancing masters did not retain quintessential English characteristics of 
the country dance form such as its long columnar formation or its capacity to integrate as many 
couples as would wish to participate.27 Yet despite their best efforts to transform and manipulate 
the country dance so that it was more in accordance with French dance traditions and aristocratic 
taste, they could not erase certain ideological conceits that the dance form embodied: notions 
 
27 In the lexicon of English country dance terminology, this column formation is designated as a longways set while 
the inclusion of an undetermined number of couples is referred to by the phrase: “for as many as will.” For an 
illustration of this geometric configuration, see Figure A.2. 
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such as personal liberty, social mobility, collective interest, and popular involvement. Be it 
through joining in a synchronously moving collectivity or exchanging place and rank with other 
dancers on the dance floor, French dancers experienced in the contredanse a physical enactment 
of ideas and impulses being played out in Enlightenment-era societies at large. Their bodies 
enacted an alternative understanding of collectivity and community than that promoted by 
rigorously-notated court dances or the scripted etiquette of the absolutist state. Here, on the 
dance floor, French dancers were permitted to try on and discard, tease out and rehearse, notions 
of the self and the other without risk. Dancing a contredanse, they could safely perform new 
notions of the individual and collective body and attempt movements and expressions counter or 
contrary to those sanctioned in official spectacles of power.28  
  It is important to clarify that I am not proposing that the contredanse (or any other form 
of dance in eighteenth-century France) directly contributed to political and social reorganization 
or engendered Enlightenment-era ideas. I do intend, however, to demonstrate that awareness of 
the English country dance in France can illuminate our understanding of French social 
developments and that this historical and ideological contextualization can, in turn, inform and 
reform our readings of the contredanse and of eighteenth-century French society. The story of 
the contredanse is a complicated tale of simultaneous appropriation and repudiation that 
transformed practices of social dance and conceptions of collective identity in early modern 
France. Its history and evolution reveal the divergence of unofficial movement from official 
rhetoric and the unforeseen consequences of translation and performance and demonstrate that 
 
28 Georgia Cowart elaborates on the performative battleground that spectacle, in every sense, represented in early 
modern France. See the introduction to her work The Triumph of Pleasure: Louis XIV & the Politics of Spectacle 
(Chicago: Univ. of Chicago Press, 2008), xv-xxiii. 
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cultural exchanges are not obliged to respect political interactions though they be encouraged 
and facilitated by them.  
In addition to borrowing my subject matter from Cahusac’s encyclopedia article, I also 
draw upon his methodological approach, one that unites disciplines together in an interlocking, 
interweaving network of knowledge but that transcends this very interdisciplinarity when 
necessary in order to address the specificity of dance as both art and social practice, ephemeral 
aesthetic and bodily exercise, theoretical abstraction and physical movement. My dissertation 
engages with previous conversations centering on the country dance/contredanse in early modern 
Europe but then reframes these conversations to be multi-disciplinary, cross-cultural, and 
transnational. By conjoining the work of cultural and social historians, performance theorists, art 
historians and musicologists, and French literary scholars, I seek to fully contextualize and 
appreciate the many dimensions and manifestations of the contredanse in Enlightenment-era 
French society. 29  
My treatment of primary material mirrors my approach to secondary scholarship: I draw 
upon a diverse assortment of texts housed in libraries all across the Western hemisphere. These 
sources include mass-produced pamphlet-like feuilles containing the choreography of one or 
perhaps two dances; elegant recueils illustrated with tiny dancing figurines; brief annotations in 
 
29 Among other perspectives, I consider in this dissertation conceptions of collective identity as developed by Roger 
Chartier, Jürgen Habermas, and Norbert Elias and of the social and political potential of the dancing body, 
underscored by Randy Martin and André Lepecki (Elias, The Court Society, trans. by Edmund Jephcott [New York: 
Pantheon, 1983]; Chartier, Les origines; Habermas, The Structural; Martin, Performance as Political Act: The 
Embodied Self [New York: Bergin & Garvey Publishers, 1990]; Lepecki, Of the Presence of the Body: Essays on 
Dance and Performance Theory [Middletown: Wesleyan Univ. Press, 2004]). I position cultural objects within the 
context of wider social and ideological trends like Sarah Cohen and Michael Fried, and I invest canonical French 
texts with socio-cultural significance in the manner of Edward Nye and Joseph Harris (Cohen, Art; Michael Fried, 
Absorption and Theatricality: Painting and Beholder in the Age of Diderot [Berkeley: Univ. of California Press, 
1980]; Nye, Mime; Joseph Harris, Inventing the Spectator: Subjectivity and the Theatrical Experience in Early 




newspapers, reviews, and personal memoirs; libretti and scripts that reference or include a 
contredanse as part of a larger spectacle; and visual representations such as engravings and 
paintings.30 The sources appear to fall into three main chronological segments: the introductory 
phase after the French nobility’s first encounter with the English country dance in the late 
seventeenth century; the era of “silence” from approximately 1715 to 1762 when few 
choreographic sources were published but when the contredanse became popular as a stage 
dance; and the period of revival and standardization of the contredanse as social dance, 
coinciding with the marriage and coronation of Louis XVI and continuing until the eve of the 
French Revolution.  
My analysis of the sources will not precede chronologically, however, nor will the 
chapters of this dissertation be organized according to type of source. Instead, I progress 
thematically and paradigmatically, exploring the contredanse in Enlightenment-era France on 
three levels. In the first chapter, I examine the choreographic structure of the dance and the ways 
in which movement serves as a text, capturing, transmitting, and refashioning meaning. I 
document the music and movements of the English country dance and its French derivative by 
means of several early modern dance manuals (including André Lorin’s Livre da la contredanse 
du Roy and John Playford’s The Dancing Master), and I demonstrate how the various stages in 
the evolution of the dance form, from country dance to contredanse, can be read as translations. 
Through the descriptions of bodies of French dancing masters and the bodily writing of the 
dancers, the country dance passes through literary, spatial, choreographic, and cultural 
 
30 These sources are organized into three appendices in this dissertation. In the first appendix are listed the names of 
contredanse choreographies with their musical and structural identifiers and the number of occurrences in my 
research. The second lists the titles of contredanse dance manuals and collections. The third gives information, in 
chronological order, for several ballets, comedies, and operas in which a contredanse was featured during the 
seventeenth and eighteenth centuries in France.  
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transformations to become the French contredanse and, eventually, the quadrille of the early 
nineteenth century.  
In my second chapter, I consider the processes by which dancers learned the figures and 
movements of the contredanse and displayed their mastery of the choreography in society—that 
is: the dancers’ appropriation and “consumption” of the contredanse form and the social 
communities created in the process. Purchasing and reading dance manuals, taking lessons from a 
dancing master, and attending public balls and private assemblies enabled French dancers to 
engage with and in wider networks of danced sociability. Much as the structure of the contredanse 
echoed a more egalitarian and inclusive model of community, so too the process of buying and 
reading dance manuals and studying and performing dances incorporated a larger population into 
the practice of social dance in eighteenth-century France than had previously been admitted.  
In the third chapter, I look at the “imaginary” communities fostered by the contredanse. In 
eighteenth-century France, the contredanse could function as a fictional element within plays, 
ballets, and novels as well as a social practice. This appearance of a “real” audience experience 
within the created worlds of the fictional characters allowed spectators and readers to identify with 
the story as if it were their own, creating a third type of community that was neither strictly 
choreographic nor social but sensible and affective. The contredanse, existing as both actual 
practice and as fictional element at these moments, fostered a relationship and interaction between 
the worlds of the “actors” and of the “spectators,” encouraging reflection on both. Taken together, 
this tripart analysis demonstrates the various ways in which the contredanse embodied the 
collective identity and sociable ideals of the French Enlightenment and cultivated a Republic of 
Dancers that mirrored the values and interactions of the Republic of Letters. 
 17 
Building on both English and French primary sources and scholarship in multiple fields, 
including cultural history, performance studies, literary criticism, and sociology, my research 
contributes an interdisciplinary, cross-cultural, and trans-methodological perspective that 
reinstates the contredanse in early modern society and demonstrates the importance of the dance 
form to the intellectual, cultural, and socio-political history of the long eighteenth century. 
Moreover, by concentrating on the contredanse as a bodily enactment of ideas and ideologies and 
by articulating the importance of social dance to understandings of human sociability, 
community, and interaction, my work contributes to the diversification of French studies, 
eighteenth-century studies, dance studies, and cultural history. I challenge traditional definitions 
of language, literature, and text in order to ground my analysis in the embodied language of 
dance and in the empirical, textual legitimacy of ephemerality and performance. The various 
perspectives permitted by the polyvalent and multi-dimensional history of the contredanse 
illuminate the complex role that the dance form played in an evolving French identity and how it 
functioned as a mirror of the exchanges and transformations also occurring at ideological and 
emotional, national and individual, aesthetic and socio-political levels. Moreover, the history of 
the contredanse demonstrates how the being and doing of dance are inextricably intertwined, 
suggesting new ways by which to approach the interaction between choreography and 
performance in dance today. It is my intent in this dissertation to return the contredanse to its 
place in dance history but also to offer an interdisciplinary and un-disciplinary approach to dance 
studies that will challenge traditional analyses of dance, of movement, and of dancing-moving 
societies.
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CHAPTER 1: TRANSLATING THE COUNTRY DANCE 
 
Introduction 
 “Mr. Urban—. Truth is a thing so sacred with me, and a right conception of things, so 
valuable in my eye, that I always think it worth while to correct a popular mistake, tho’ it be of 
the most trivial kind.”31 Thus began Mr. Paul Gemsage in his letter to the editor of the London-
based Gentlemen’s Magazine in 1758. Such a strong avowal of civil and moral duty primed 
readers for a bold assertion of incontestable fact. There was a truth, which Gemsage found so 
utterly compelling, that he sought a public opportunity to enlighten his fellow Englishmen—a 
right conception of things essential to guaranteeing and maintaining the authenticity of English 
society. Gemsage explains: “Now, sir, we have a species of dancing amongst us, which is 
commonly called country dancing, and so it is written; by which we are led to imagine, that it is 
a rustic way of dance, borrowed from the country people or peasants…But this, sir, is not the 
case, for as our dances in general come from France, so does the country dance, which is a 
manifest corruption of the French contredanse.”32  
Gemsage is distraught about the origins of the country dance—a genre of social dancing 
extraordinarily popular in eighteenth-century England and throughout continental Europe—and
 
31 Paul Gemsage [Samuel Pesse], letter to the editor, The Gentlemen’s Magazine, April, 1758, HathiTrust. 
 
32 Gemsage, letter to the editor. 
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even more so, public assumptions concerning these origins. He footnotes in his letter to the 
editor the memoirs of the maréchal de Bassompierre as proof of the French genesis of the dance 
form but then goes on to describe, quite accurately, the English manner of dancing it. As current 
in his day, the country dance (contredanse anglaise) consisted of two columns of dancers, 
grouped as couples and sets of couples, who moved through a series of varied geometric 
pathways, or figures. Gemsage argues that the selection and arrangement of the shapes and 
figures in a country dance—or any dance form, for that matter—is a question of meaningful 
aesthetics. “[T]his direction [longways set of the country dance] seems to be very absurd, and 
superfluous,” he comments, “but if you…will but remember that the performers stood up 
opposite one to another in various figures, as the dance might require, you will instantly be 
sensible, that that expression has a sensible meaning in it, and is very proper and significant, as it 
directs a method or form different from others that might be in a square or any other figure.”33  
 At what level of perception and sensibility dance and its use of space become meaningful 
Gemsage never explains, but he does indicate the means by which an accurate determination of 
meaning can be made. For Gemsage, a right understanding of the embodied and bodily-
perceived meaning of a dance form is determined by a precise parsing of language. In the case of 
the country dance/contredanse, he urges his readers to distrust what is “generally taken to be the 
meaning of [the prefix “contre”].” 34 The country dance in French is known as a contredanse, not 
because “country” and “contre” are lexical equivalents but because the one is an accurate 
 
33 Gemsage, letter to the editor.  
 
34 Of what, precisely, the term “contredanse” is a translation has been debated by dance historians. Cecil J. Sharp 
and A. P. Oppé hold that “contre” was a linguistic corruption of “country.” Melusine Wood insists that the meaning 
of the French prefix is etymologically consistent with the Latin “contre-” meaning “against,” “counter,” or “in 
opposition to/of.” Sharp and Oppé, The Dance: An Historical Survey of Dancing in Europe (London: Halton & 
Truscott Smith, Ltd., 1924), 25-26; Wood, Historical Dances (Twelfth to Nineteenth Century) (London: Imperial 
Society of Teachers of Dancing, 1952), 155.  
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choreographic translation of the other. To be “contre” is to be “opposite of” and refers to how the 
dancers face one another in “long ways [sets for] as many as will” (an arrangement synonymous 
with English country dancing).35 It is the misreading of texts—linguistic, choreographic, spatial, 
and historical-cultural—that has caused the confusion surrounding the origins of the dance form 
and threatens “truth” and a “right conception of things.” Gesmage takes it upon himself to 
disabuse his fellow Englishmen of their oversights and to teach them to read these translated 
texts correctly, so that they will perceive (as he has) the incontestable French essence of the 
country dance. 
 However inaccurate Gemsage’s understanding may be—the country dance did not derive 
from the contredanse, as I will demonstrate below—his framing of dance history in terms of 
translation and his argument in favor of a careful reading of texts are illuminatory. As 
highlighted by Gemsage’s letter, historical dance forms pass through a stratiform 
transformational process by which they are transposed through writing, movement, space, and 
culture in time. When the evolution of a dance form (for example, country dance to contredanse) 
is assumed to be “word for word,” or “sense for sense,” the meaningfulness of the process is 
lost.36 Dance cannot be reduced to a diachronic beginning and end, for it takes place, literally and 
figuratively, in the dynamic liminality of transition between pose and movement and in the 
 
35 Gemsage, letter to the editor. 
 
36 Julie Candler Hayes claims that this bias was typical during the early modern period. Translation was frequently 
conceived as a process of imitative replication, affixing either to a word-for-word transposition or a faithful copy of 
the original “sense.” Hayes cites German Enlightenment writer Friedrich Schleiermacher, who drew a distinction 
between translations that “distur[b] the writer as little as possible” and those that “distur[b] the reader as little as 
possible” and distrusted any “mixture of the two;” but she argues that this reductionism is much too simplistic for 
understanding the ontology or the practice of translation. See Friedrich Schleiermacher, “On the Different Methods 
of Translating (1813),” trans. Douglas Robinson, Western Translation Theory: From Herodotus to Nietzsche 
(Manchester: St. Jerome Publishing, 1997), 229, quoted in Hayes, Translation, Subjectivity, and Culture in France 
and England, 1600-1800 (Stanford: Stanford Univ. Press, 2009), 17; For a fascinating and enlightening discussion 
of what is at stake in translating by the word or by the general meaning of a text, see Avi Lifschitz, “The Book of 
Job and the Sex Life of Elephants: The Limits of Evidential Credibility in Eighteenth-Century Natural History and 
Biblical Criticism,” Journal of Modern History 91 (Dec., 2019): 739-75. 
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interstices of language, space, and culture. 37 It moves in the “in-between spaces” of difference 
and distinction.38 Thus, to read historical dance as translation is to position it within a third space, 
a space of “contingency yet also of creativity,” which negates the binary of original text and 
resulting copy and draws attention to the fluidity of the translative act.39 Dance as translation also 
underscores the dynamism of agency, for both linguistic and bodily translation are processes of 
“[a] complex set of relations, mediated by language,” as Julie Candler Hayes has remarked.40 
Whether the comingling of author, reader, and translator via a written text or the interaction of 
dancers and spectators and of dancing masters and students via choreography, each type of 
translation belies a dependence on embodied agency and the transformative potential of these 
bodies to denature and renature, “decontextualize” and “recontextualize” the text that is being 
created and performed. 41  
 The process of recontextualization—rewriting or re-choreography—in translation 
manipulates and reconfigures the meaning of the text itself. The translative act subjects texts to 
an “opening-up;” the translating body operates as the mediator of a power struggle between the 
original text and the copy.42 Selecting vocabulary and collocations, the translator determines to 
 
37 Mark Franko terms this fluidity between pose and movement as fantasmata and establishes it as a core principle of 
early modern court and burlesque ballets. By evoking the concept in my reading of the contredanse, I seek to gesture 
towards a historical and theoretic continuity between Valois-era geometric dance, Louis XIV court and burlesque 
ballets, and social dance of the seventeenth and eighteenth centuries. Franko, Dance, 40. 
 
38 Homi Bhabha, introduction to The Location of Culture (London, New York: Routledge, 1994), 1.  
 
39 Karen Newman and Jane Tylus, ed., introduction to Early Modern Cultures of Translation (Philadelphia: Univ. of 
Philadelphia Press, 2015), 9, 21.  
 
40 Hayes, Translation, 20-21.  
 
41 Hayes, Translation, 20-21; Peter Burke, “Cultures of Translation in Early Modern Europe,” chap. 1 in Cultural 
Translation in Early Modern Europe, ed. Peter Burke and R. Po-chia Hsia (Cambridge: Cambridge Univ. Press, 
2007), 10. 
 
42 Hayes, Translation, 20-21, 90, 92. 
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what degree the foreignness and alterity of the original text will be retained and to what degree it 
will assimilate familiar language and conventions so that its novelty can be sufficiently 
understood and appreciated by recipient audiences.43 In this powerful place of mediation, the 
translator runs the risk of committing one of two “scandals,” as Laurence Venuti calls them. In 
the first case, the translator may so completely erase the foreign that essentially only the 
domestic—with all its prejudices and perceptions—remains, producing a culturally and 
ideologically “safe” but inauthentic translation.44 The resulting text introduces no genuine 
novelty to the reader but rather offers a mere reiteration of the same, albeit disguised in exotic 
language. In seeking to avoid such an ethical scandal, however, the translator may alternatively 
embrace an “ambivalence toward domestic norms” and present the foreignness of the original 
text with little amendment.45 In this state of ambivalent identity, the translated text holds the 
potential to effect cultural transformation and change; its presentation of otherness necessarily 
risks displacing, contesting, even critiquing the domestic.46  
 The destabilization of meaning that occurs in translation is augmented in dance, for 
movement, by its very nature, can never be fixed. Performance theorist André Lepecki has 
defined dance as the “art of self-erasure.”47 The dancers’ bodies articulate a performative text—a 
series of interconnected and ordered gestural enunciations and kinetic punctuations—that 
instantly disappears in space, leaving nothing in the wake of its ephemerality. In fact, to attempt 
 
43 Lawrence Venuti, The Scandals of Translation: Towards an Ethics of Difference (London and New York: 
Routledge, 1998), 5.  
 
44 Venuti, The Scandals, 81.  
 
45 Venuti, The Scandals, 87. 
 
46 Venuti, The Scandals, 87, 80-81.  
 
47 Lepecki, Of the Presence, 125.  
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to “write” dance by recording it in notation or capturing it with language (as Louis XIV 
commissioned dancing masters to do in the Lettres patentes of 1663) is to immediately transform 
it into something that is, ontologically, not quite dance.48 Dance must remain traceless in order 
for it to retain its individuality and authenticity as a living, performing art.49 The act of dancing is 
commemorated in the commentaries, conversations, and criticism of the spectators and, thus (to 
an extent), endures through them, but the dancing itself cannot. The essential purity of dance is 
conserved only as long as it is coming into being and moving in real time through space. 
 This consequently confers upon the dancer tremendous power and potential, for dancing 
bodies in the absence of permanence can say what other texts dare never utter. To move is to 
create a meaningful spectacle and to visualize communicative expressions, but in moving, the 
dancer disrupts the readability of his or her body. S/he erases the meaning created and obscures 
the communication. This is what renders dance, like translation, a third space—a place in and of 
itself.50 And the liminality of this space is what allows dancers and spectators to safely, but 
powerfully, interact. The transience and in-betweenness of dance brings the dancing body and 
the spectating body into contact, allowing meaning to be negotiated and exchanged, but once the 
dance is concluded, the signs of the communication vanish.51 Randy Martin acknowledges the 
 
48 Maureen Danielle Needham, “Louis XIV and the Académie Royale de Danse, 1661: A Commentary and 
Translation,” Dance Chronicle 20, no. 2 (1997): 175. 
 
49 Lepecki, Of the Presence, 139; Much as Philip Auslander has described performances existing only in a 
photographically-documented form as “performed photographs,” a category apart from performance art where the 
documentation is the performance, I would argue that dance notation and physical documentation of dance are 
“performed photographs” of dance. The essence of dance performance exists only in fleeting, uncapturable 
movement, yet there is another type of performance, albeit not exactly of dance but of dance-likeness that is present 
in video footage of choreography, dance manuals, and dance notation. Auslander, “The Performativity of 
Performance Documentation,” PAJ: A Journal of Performance and Art 28, no. 3 (Sep., 2006): 2, 4-5.  
 
50 Martin, Performance, 83. 
 
51 Martin, Performance, 82-83.  
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inherent potential and political power of collective dance performance when he writes: “In order 
to agree we must be shown. To disagree we must show…we must cease the reciprocation of 
watching…we must begin to be performers.”52 Jane Desmond insists that “movement is a 
primary not a secondary social ‘text’—complex, polysemous, always already meaningful, yet 
continually changing. Its articulation signals group affiliation and group differences, whether 
consciously performed or not.”53 And Ananya Chatterjea has written that “[e]ven in moments of 
stillness, dancing bodies shift energy…The constant moving-ness of dancing can make it a 
practice of space-making, where familiar images from daily life or iconic images are presented 
with a twist, affirming or causing shifts in power relations.”54 
 The instability and hyper-fluidity of dance and of dance as translation generates a tension 
that can be perceived in the histories of dance forms, including that of the country 
dance/contredanse. In the names titling the dances, in the impassioned opinions of spectators and 
commentators, and in the performative spaces appointed for dancing, early modern sources 
testify to the contention of movement and of meaning that accompanied the country 
dance/contredanse form. This was particularly true in France where the translation of the dance 
form could represent or engender cultural change. Surges of mutual admiration and emulation 
over the course of the seventeenth and eighteenth centuries had established a particular 
relationship of translational exchange between England and France.55 First the post-Elizabethan 
 
52 Martin, Performance, 2.  
 
53 Jane C. Desmond, “Embodying Difference: Issues in Dance and Cultural Studies,” chap. 1 in Meaning in Motion: 
New Cultural Studies of Dance, ed. Jane C. Desmond (Durham: Duke Univ. Press, 2003), 31.  
 
54 Ananya Chatterjea, “Of Corporal Rewritings, Translations, and the Politics of Difference in Dancing,” chap. 15 in 
The Oxford Handbook of Dance and Politics, ed. Rebekah J. Kowal, Gerald Siegmund, and Randy Martin (Oxford: 
Oxford Univ. Press, 2017), 283, Oxford Handbooks Online. 
 
55 Literary translations had fueled transnational ideological movements in Europe since the Renaissance, according 
to translation scholars. See Burke, “Cultures,” 10; Marie-Alice Belle and Brenda M. Hosington, “Transformative 
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preoccupation with a French elitist ideal, then French anglomanie at the turn of the eighteenth 
century, spurred a copious and ongoing transference of written material as well as material 
culture and social practices: including garden designs, clothing patterns, political arguments, and 
dance technique.56 For example, Sir William Chambers’ A Dissertation on Oriental Gardening 
(1772) was immediately translated into French.57 The abbé de Coyer translated William 
Blackstone’s Commentaries on the Laws of England (1765-69) as Commentaire sur le code 
criminal d’Angleterre in 1776.58 In the dance world, celebrated manuals such as Raoul Auger 
Feuillet’s Chorégraphie (1700) and Pierre Rameau’s Le Maître à danser (1725) soon had 
corresponding English titles.59 Upon its “transplantation” to the Continent in the mid-seventeenth 
 
Translations: Linguistic, Cultural, and Material Transfers in Early Modern England and France,” Renaissance and 
Reformation/Renaissance et Réforme 43, no. 2 (spring/printemps 2020): 13.  
 
56 For discussions of anglomanie, see Fuchs, A Tale of Two Cultures and Grieder, Anglomania in France. For 
studies of cross-Channel exchanges in the early modern period, see Edmond Dwiembowski, Un nouveau patriotism 
français, 1750-1770: La France face à la puissance anglaise à l’époque de la guerre de Sept Ans (Oxford: Voltaire 
Foundation, 1998); Ogée, “Better in France?”; Christophe Charle, Julien Vincent, and Jay Winter, ed., Anglo-
French Attitudes: Comparisons and Transfers Between English and French Intellectuals Since the Eighteenth 
Century (Manchester: Manchester Univ. Press, 2007); and Morieux, The Channel. See also the conclusion of this 
dissertation for some elementary remarks, situating the contredanse within a paradigm of socio-political and cultural 
borders and borderlands.  
 
57 Sir William Chambers, A Dissertation on Oriental Gardening (London, 1772), Eighteenth Century Collections 
Online [ECCO]; Chambers, Dissertation sur le jardinage de l’Orient […] (London, 1772), Gallica. 
 
58 William Blackstone, Commentaries on the Laws of England: A Facsimile of the First Edition of 1765-1769, 
introduction by Stanley N. Katz, 4 vols. (Chicago: Univ. of Chicago Press, 1979); Blackstone, Commentaire sur le 
code criminel d’Angleterre, trans. Gabriel-François Coyer. (Paris, 1776), Gallica.  
 
59 Ann Kent, 2011, “Country Dancing in the French style at the Beginning of the 18th Century,” paper presented at 
the Dolmetsch Historical Dance Society conference On Common Ground 3: John Playford and the English Dancing 
Master, 1651, Cecil Sharp House (London, UK), March 24-25, 2011, https://historicaldance.org.uk/wp-content/ 
uploads/2020/06/OnCommonGround3-Kent.pdf. Some contention arose around the publication of Kellom 
Tomlinson’s The Art of Dancing (1724). It appears that Tomlinson was accused of plagiarizing Pierre Rameau’s Le 
Maître à danser, and, indeed, the two dance treatises closely resemble one another. Tomlinson protested that his 
work was well-underway before he ever encountered Rameau’s manual. Furthermore, dance historians recognize 
John Essex’s The Dancing Master (1728), and not Tomlinson’s The Art of Dancing, as the first official translation of 
Le Maître à danser into English. See Wendy Hilton, “The Dancing Masters and Their Books, 1623-1725 Feuillet, 
Rameau, and Tomlinson,” chap. 4 (Part I) in Dance of Court & Theater: The French Noble Style, 1690-1725, ed. 
Caroline Gaynor, labanotation by Mireille Backer (Trenton: Princeton Book Company, 1981), 45-55. 
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century, the country dance entered a society accustomed to literary, aesthetic, and cultural 
borrowing and even accepting of the cultural products of Englishness, but it was also a society 
pervaded by the rationale of corporal spectacle and bodily politics.60 Thus, although immediately 
popular among French dancers, the country dance met with resistance from those responsible for 
upholding and protecting the old order of the danse noble and its embodiment of decorous 
ceremony.  
 French dance treatises and instructional manuals throughout the early modern period 
attest to the attachment of a decided socio-political meaning to the aesthetics of la belle danse. 
Consider François de Lauze’s Apologie de la danse, for instance. The dancing master, active at 
the turn of the seventeenth century, declared that dance could “arracher les mauvaises actions 
qu’une negligente nourriture auroit enracinee” (undo the bad habits that poor diet has 
encouraged) but also “donner encore un maintien & une grace…que je peux appeler proprement 
le bel estre, chose tout à faict necessaire à quiconque veut rendre son port & son abort agreable 
dans le monde” (confer an appearance and a grace…that I can justly describe as elegant 
existence, a thing absolutely necessary to whomever wishes to make his mien and comportment 
agreeable to the world).61 For de Lauze, dance was a healthful exercise and a means of 
reinforcing socially-approved behavior, but it was also a mode of instruction that illuminated 
proper order at court and in the world at large.62 His arguments hearken to the classicist 
 
60 Julia Sutton, “André Lorin’s Manuscripts,” in Dances for the Sun King: André Lorin’s “Livre de Contredance,” 
ed. Julia Sutton and Rachelle Palnick Tsachor (Annapolis: The Colonial Music Institue, 2008), 4.   
 
61 François de Lauze, Apologie de la danse et la parfaicte methode de l’enseigner tant aux cavaliers qu’aux dames 
(N.p., 1623), 17, Gallica. English translations for all French citations, including those from de Lauze, in this chapter 
are mine unless otherwise noted. 
 
62 De Lauze, Apologie, 18.  
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underpinnings of court dance aesthetics during the Renaissance period and to a general 
association of dance practice and theory with Antiquity in early modern France.63  
 Dramatic theorists and government officials during the reign of Louis XIV perpetuated 
these classical associations with dance to justify its importance to society and statecraft. Writing 
in 1681, the Jesuit historian Claude-François Ménestrier described the harmonious movements of 
the body as playing a sort of “silent music,” which echoed “l’harmonie de l’Univers” and that of 
the state (d’un État, ou d’une République).64 Antoine de Courtin, contemporary of Ménestrier, 
suggested that those who did not, or could not, mirror the harmonious movements of nature 
ought to refrain from dancing. Nothing offered a more ridiculous spectacle than “voir un homme 
hors de cadance [sic]” (to see a man out of cadence), incapable of embodying the rhythms 
established by the cosmos.65  
 The societal importance of being in cadence pervaded the aforementioned Lettres 
patentes, which established the Académie royale de danse in 1663. In one deft pen stroke, the 
document transformed learning to dance into a political necessity. The preamble to the Lettres, 
ostensibly dictated by a royal plurality (nous), lauds dancing for its ability to “former le corps” 
 
63 For a discussion of classical influences on dance in the late sixteenth century, see Mark Franko, “Writing Dancing, 
1573,” chap. 1 in Dance, 15-30. 
 
64 Claude-François Ménestrier, Des Représentations en musique anciennes et modernes (Paris, 1681), 103, Internet 
Archive. 
 
65 Antoine de Courtin, Nouveau traité de la civilité qui se pratique en France parmi les honnêtes gens (Paris, 1671), 
141, Gallica. Courtin cites Cicero’s De Officiis in the margins of his commentary on dance as justification for 
abstention from dancing. He quotes only the last lines of Book 1, Section 110, of the De Officiis, but, when 
resituated contextually, the citation alludes to maintaining the natural harmony of the universe by accepting one’s 
proper place within it. Thus, if one can dance, one ought, and if one cannot, then one ought not, so as to maintain the 
universal laws of order and propriety: “…nothing is proper that ‘goes against the grain,’ as the saying is—that is, if 
it is in direct opposition to one’s natural genius” (…nihil decet invita Minerva, ut aiunt, id est adversante et 
repugnante natura). Cicero, De Oficiis, trans. Walter Miller, dig. ed. (Cambridge: Harvard Univ. Press, 1913), 
Perseus Digital Library. 
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and to fit the body for both bellicose and peaceable ends.66 Dance was “l’un des plus avantageux 
& plus utiles” (one of the most beneficial and useful) of the human disciplines both for “nostre 
Noblesse” and for any other individual or collective body, noble or non-noble, French or non-
French, who deigned associate with Louis XIV and his court.67 The Lettres patentes make clear 
that abuse, corruption, denigration, misapplication, or contestation of the rules prescribed by the 
académiciens de danse would be accordingly censured. Only aspiration to corporal and corporate 
perfection through dance could accord with monarchical aims. These recurrent allusions to a 
socio-political motivation for praising, perfecting, and learning to dance certainly suggest, if not 
insist, that performative movement and configural shapes served an ideological purpose in early 
modern France. Not merely innocent presentations of a fanciful and fictional narrative, the 
spectacle of the body became a performative battleground where ideologies and policies were 
staged and contested.68    
 Situated against this contextual background, the choreographic journey of the 
contredanse in early modern France is more than a question of technique or a circumstance of 
aesthetic novelty. It is equally a story of rhetorical persuasion where discursive tussles between 
foreign and domestic ideals vie for control of the dancer. The degree to which “contredanse” 
looks like “country dance” is the degree to which the dance form was domesticated by French 
dancing masters and their choreographic translations appeared authentic and unthreatening. It is 
 
66 Lettres patentes du Roy, pour l’établissement de l’Academie Royale de Danse en la ville de Paris, Paris: 1663, 3-
12, Gallica; Maureen Needham implies that it was Louis XIV’s mind which lay behind his official voice in the 
Lettres patentes whereas Rose Pruiksma doubts a singular, monarchical origin of the Lettres and believes the 
authorial voice to be more composite, incorporating dancing masters into its “nous.” Needham, “Louis XIV,” 173-
74; Pruiksma, “Generational Conflict and the Foundation of the Académie Royale de Danse: A Reexamination,” 
Dance Chronicle 26, no. 2 (2003): 171-72. 
 
67 Lettres patentes, 4.  
 
68 Cowart, The Triumph, xv.  
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the degree to which the dancers’ bodies performed a culturally-acceptable text. Nonetheless, 
textual nuances in the contredanse, literally and literarily as well as figuratively and corporally, 
reveal the interstitial spaces of its performance—its coming-into-being—where the body of the 
dancer could challenge the process of domestication seeking to obscure and erase its potential to 
effect cultural change. The discrepancy of a single vowel in orthography or pronunciation, the 
adjustment of a single step or gesture, reveals the ideological contest underlying the translation 
of the country dance into the contredanse and demands inquiry of the shift in meaning that 
accompanied the lexical or choreographic difference. 
 This chapter will begin by documenting the English origins of the country dance and its 
introduction to France in the mid- seventeenth century, exploring the socio-cultural contexts of 
its earliest articulations, but will then transition to an analysis of the four, translational phases 
through which the dance form passed in early modern France: literary, choreographic, spatial, 
and cultural. The four layers can be ordered in an approximate chronological sequence although 
no contingency of succession from one phase to the next should be assumed. Taking into account 
the proliferation (or lack thereof) of contredanse manuals; the inclusion of contredanses in ballet 
scenaria and opera libretti; and the extent to which the contredanse is referenced in novels, 
memoirs, and dictionaries, I have determined the periods as such: its dissemination at the French 
court (c. 1650s-1715); its transformation from a noble novelty into a complicit leitmotif of comic 
theater and masquerade (1715-1751); its resurgence as a ballroom dance (1762-1775); and its 
“democratization” as an easily learnable and reproducible dance form (1775-1789).69 This 
 
69 We could add a fifth period spanning the Revolution, but as this period would be more or less an extension and 
variation of the fourth period, we will not cover it here. For a study of the thematic associations affixed to dance 
during the revolutionary period, see Judith Chazin-Bennahum, Dance in the Shadow of the Guillotine (Carbondale: 
Southern Illinois Univ. Press, 1988); Guilcher regroups contredanse documentation into three principle periods, the 
last beginning c. 1760. Guilcher, La Contredanse, 97. 
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historical narrative will not only provide necessary context for the arguments of the ensuing two 
chapters but will also demonstrate how an appropriate reading of textual contredanse material, 
whether written or bodily-enacted, illuminates the ideological and socio-political meanings that 
the dance form embodied in ancien régime France. It equally gestures towards possible re-
readings and re-interpretations of the role of dance, in general, in Enlightenment-era Europe.  
 
English Beginnings 
Although novel to the French court in the late seventeenth century, the heritage of the 
country dance extends deeply into the English past. Over the centuries, the dance form has been 
appropriated by historians, folklorists, and musicologists to image synecdochically a culturally-
distinct, socio-political English identity. In the early twentieth century, musicologist and music 
teacher Cecil J. Sharp set out on a journey around England to document what aspects of country 
dancing were still in practice, interviewing the rural populations, collecting tunes, and recording 
the names and figures of dances. He was joined in his efforts by other folk enthusiasts, amateur 
researchers, and cultural patriots (including composer Ralph Vaughn Williams), whose work set 
the stage for the British Folk Revival of the post-World War II era. The majority of concentrated 
studies on the English country dance date from these two periods (pre-revival, 1900-1920, or 
revival, 1940-1970) and provide valuable, albeit lightly-documented, information on the origins 
of the dance form. I have attempted to compare as many different accounts of the history of the 
English country dance as possible in order to ensure an accurate and well-founded narrative, but 
what details are given here are subject to revision as more and more sources are uncovered and 
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additional influences on the invention and evolution of the country dance illuminate its past and 
practice.70  
Historians generally accept the country dance as one of the oldest forms of traditional 
English dancing, along with Morris dancing and sword dancing. The country dance differs from 
the latter two dance forms, however, in that it can be performed by both men and women and 
that it is social rather than ceremonial in nature.71 Many dance historians believe that the country 
dance evolved from May-pole dancing and that the circular form of the country dance predates 
the columnar form, although the latter eventually dominated and even qualified the 
“Englishness” of the dance form for non-English dancers.72 Melusine Wood suggests origins 
more composite and international in scope. She argues that the individual figures of the country 
dance were most likely inherited from dances imported during the medieval period, such as the 
German trotto, the French branle, and Italian figure dances.73 She insists, however, that by the 
 
70 Joann Kealiinohomoku rightly criticizes the ideologically-limited and reductionist perspective of “folk” studies, 
yet in the absence of more recent anthropological and ethnological histories of the English country dance, I must 
draw upon the corpus of folk studies scholarship from the twentieth century. Moreover, it is critical not to discredit 
the invaluable research conducted by these earlier dance historians even while denouncing the potential colonial bias 
or cultural elitism determining their readings of the sources. Without their work, much information regarding the 
origins and early practices of the English country dance would have been lost. Kealiinohomoku, “An Anthopologist 
Looks at Ballet as a Form of Ethnic Dance,” in What is Dance: Readings in Theory and Criticism, ed. Roger 
Copeland (Oxford: Oxford Univ. Press, 1983): 533-49. 
 
71 Cecil J. Sharp, The Country Dance Book, Part I. Containing a Description of Eighteen Traditional Dances 
Collected in Country Villages (London: Novello and Company, 1909), 9-10; Maud Karpeles and Loïs Blake, 
Dances of England & Wales (New York: Chanticleer Press, 1951), 9. 
 
72 Karpeles and Blake, Dances, 14; Peter Buckman, Let’s Dance: Social, Ballroom & Folk Dancing (New York: 
Paddington Press, 1978), 248; Cecil J. Sharp and Maud Karpeles, The Country Dance Book, Part V: Containing the 
Running Set (London: Novello and Company, 1918), 9; Douglas Kennedy, England’s Dances: Folk-Dancing To-
day and Yesterday (London: Bell, 1949), 97. 
 
73 Melusine Wood, “Some Notes on the English Country Dance before Playford,” Journal of the English Folk Dance 
and Song Society 3, no. 2 (Dec., 1937): 93-99; Wood, “English Country Dance Prior to the 17th. Century,” Journal 
of the English Folk Dance and Song Society 6, no. 1 (Dec., 1949): 8-12; Julia Sutton confirms international, and 
particularly Italian, influences on the development of the country dance form. Sutton, “Historical Background to 
English Country Dance,” in Dances for the Sun King, 43-45. See also “English Country-Dances: A Summary of 
Views as to Their Nature and Origin,” The Journal of the English Folk Dance Society no. 1 (1927): 52-56, for a 
more “grass-roots” perspective on country dance origins.  
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early seventeenth century, the country dance had achieved a consolidated, recognizable form that 
was associated with the English national character.74  
How long the country dance has been part of English social life is another matter of 
debate. J. P. Cunningham cites the English play Misogonus (1577) as the earliest mention of the 
genre of “Countrye Dauncis,” with written references to the names of individual dances 
predating the play.75 The English Dancing Master: Or, Plaine and Easie Rules for the Dancing of 
Country Dances, with the Tunes to Each Dance, printed by music publisher John Playford in 
1651, is typically regarded as the first concerted effort to assemble and notate the steps and 
figures of country dancing and to define the genre, but Allison Thompson proposes that the 
manual is a sign of the dance form being in its “hey-day” rather than an instigating force of its 
seventeenth-century popularity.76 Wood concurs that the repertoire of steps and figures 
introduced in The English Dancing Master would have already been familiar to dancers when the 
manual appeared.77 In other words, Playford’s record represents an assemblage of extant 
knowledge, not a kinetic invention of the era. 
It is possible that the lack of written sources prior to the mid-sixteenth century is due to 
the absence of the country dance from the court and its confinement to rural milieus. Yet again, a 
precise date for the transition of the dance from lower- to upper-class entertainment is contested. 
 
74 Wood, “Some Notes,” 93. De Lauze mentions both country dances and measures as being distinctly English types 
of dances. Wood supposes the two dances to be unique and independent of one another although source material 
calls this assumption into question. Cf. fn. 79 and 86, below. 
 
75 J.P. Cunningham, “The Country Dance: Early References,” Journal of the English Folk Dance and Song Society 
9, no. 3 (Dec., 1962): 148.  
 
76 Allison Thompson, ed., Dancing Through Time: Western Social Dance in Literature (Jefferson: McFarland, 
1998), 42. 
 
77 Wood, Historical Dances, 121.  
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Douglas Kennedy asserts that the country dance appeared at court as early as the reign of Henry 
VII (r. 1485-1509) and was incorporated into theatrical masques, whereas Cunningham’s 
documentation suggests that the courtly arrival of the dance may have been slightly later, during 
the monarchy of Edward VI (r. 1547-1553).78 Sharp asserts that it was undoubtedly present at the 
court of Elizabeth I (r. 1558-1603)—a claim that few would contradict given the queen’s skill in 
dance performance and the acknowledged campaign to associate music and traditional culture 
with her reign.79 Wood attributes Elizabeth’s interest in country dancing to a demonstration that 
the queen witnessed at the estate of Lord and Lady Montague in 1591 as they danced with their 
tenants.80 Indeed, it may have been under the rule of Elizabeth I that the country dance 
encountered other European figure dances, facilitating cross-cultural and cross-choreographic 
encounters that molded and refined the kinetic form and figural regularity of the Playford 
country dance.81  
Regardless of which monarch first permitted the country dance to frequent the ballrooms 
and bedazzle the spectacles of the English court, the dance form occupied a fixed place by the 
time French ambassador François de Bassompierre arrived in 1626. The maréchal presented 
himself at the court of Charles I to ease tensions between the English monarch and his French 
wife Henriette-Marie and kept a detailed logbook of meetings, conversations, and social 
 
78 Kennedy, England’s Dances, 99; Cunningham, “The Country Dance,” 148. 
 
79 Sharp and Oppé, The Dance, 19; Barbara Ravelhofer, “Dancing at the Court of Queen Elizabeth,” in Queen 
Elizabeth I: Past and Present, ed. Christa Jansohn (Münster: LIT, 2004), 103, 114-15; Skiles Howard, introduction 
to The Politics of Courtly Dancing in Early Modern England (Amherst: Univ. of Massachusetts Press, 1998),  8-9. 
The traditional “measures” described by Ravelhofer characteristically and kinetically echo country dances 
(Ravelhofer, “Dancing at the Court,” 102-03) although, as aforementioned, Wood insists that measures and country 
dances were choreographically separate. Cf. fn. 74, above.  
 
80 Wood, Historical Dances, 95.  
 
81 Wood, “English Country Dance,” 8-12; Ravelhofer, “Dancing at the Court,” 103-04, 106-08. 
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activities during his stay —including dancing country dances.82 On Sunday evening, November 
15, 1626, Bassompierre noted that “nous nous mismes à danser de contredanses, jusques à quatre 
heures apres minuit” (We began dancing country dances and continued until four o’clock in the 
morning).83 According to Sharp and Oppé, this is the first instance of a French linguistic 
translation of “country dance,” the word “contredanse” not to appear again until the eighteenth 
century.84  
The politics of dancing country dances extended beyond the ceremonial balls of the 
English court and the walls of the Stuart royal household, however. The Inns of Court, an 
influential body of practicing and apprenticing lawyers, considered the performance and 
preservation of dance to be an essential component of their formation and vocation.85 
Discrepancy remains as to how customary the country dance was at the spectacular affairs hosted 
at the Inns of Court, but Peggy Dixon notes that the dance form was included in the Post Revels 
by 1628.86 Indeed, the importance of the country dance to the Inns of Court may have been the 
 
82 Peggy Dixon, Nonsuch Early Dance; Dances from the Courts of Europe, 12th-19th Century, vol. VI: Ballroom 
Dances of the 17th & 18th Centuries (London: P. Dixon & J. McKay, 1987), 13.  
 
83 François de Bassompierre, Mémoires du Mareschal de Bassompierre contenant l’histoire de sa vie […] (Cologne, 
1666), 2: 388, Google Books. 
 
84 Sharp and Oppé, The Dance, 25-26; Sharp debates how Bassompierre arrived at this translation of “country 
dance.” Was it transliteration, aurally conflating “country” and “contrée,” or did the maréchal intend some 
choreographic description by using the word “contre” (opposite of) to denote this particular style of English 
dancing? It should also be noted that Sharp and Oppé are incorrect in their statement: the word “contredanse” did 
appear again before the eighteenth century. Cf. fn. 34. 
 
85 Thompson, ed., Dancing, 46-47; Ravelhofer, “Dancing at the Court,” 102-03. 
 
86 Dixon, Nonsuch, 13; Dorothy Rubin has shown to what extent the measures found in dance manuscripts from the 
Inns of Court overlap with country dances, allowing for greater ambivalence than Wood (and de Lauze) in the 
distinction between country dances and measures, as well as in the dances performed as part of the masques and 
revels of the Inns of Court. Rubin, 1985, “English Measures and Country Dances: A Comparison,” in Proceedings of 
the Eighth Annual Conference of the Society of Dance History Scholars: The Myriad Faces of Dance, University of 
New Mexico, 15-17 February 1985, 156-64, Riverside, Ca.: Dance History Scholars, 1985. Cf. fn. 74 and 79, above; 
D. R. Wilson’s treatment of the manuscript sources also reveals the similarity between the two types of dancing, and 
he, too, alludes to country dances being part of the revels of the Inns of Court. Wilson, “Dancing in the Inns of 
Court,” Historical Dance 2, no. 5 (1986/87): 3-16. 
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guarantee of the dance form’s survival and even the impetus for a surge in popularity. During the 
Interregnum, privatized dancing conditions dissolved public and official support of country 
dancing.87 With the royal household abolished in 1649, John Playford could not look to the 
Stuart’s for official support of The English Dancing Master. 88 He thus adroitly chose to promote 
his manual as an amusement and exercise worthy not only of “Princes” (of an antecedental age, 
to be sure) but also of present-day “Gentlemen of the Innes of Court.”89 It was to these powerful 
lawyers that he turned to ensure his manual was a success.  
The character of Playford’s dances is dual, both dynamic and stately. Although destined 
to an elite and “ingenious” reader, the dances themselves flirt with gay and frivolous music and 
movement.90 Playford’s organization of the country dance into a systematized and schematic set 
of steps and figures reveals some formalization and refinement, but the dances are 
choreographically and musically untainted by the rigorous ceremony and codification of 
imported European court dances. This duality is underscored not only in Playford’s manual but 
 
87 I agree with Melusine Wood that the Commonwealth period was not as austere in its condemnation of dancing as 
one might suppose. It seems that a distinction was drawn between the public display (and therefore public 
condonation) of dancing and private affairs where one danced. The former was clearly prohibited whereas the latter, 
as evidenced by the familial life of Oliver Cromwell himself, was permitted. Wood, Historical Dances, 120-21; 
Allison Thompson underscores this distinction between “acceptable” and “unacceptable” circumstances of dancing 
during the Commonwealth period, stating that community and personal dance gatherings were allowed because of 
the useful visual metaphor that country dancing provided of a harmonious social order. Thompson, ed., Dancing, 44.  
 
88 Playford signed the Stationers’ Register in November, 1650, to receive protected permission to print The English 
Dancing Master. Keith Whitlock, “John Playford’s the English Dancing Master 1650/51 as Cultural Politics,” Folk 
Music Journal 7, no. 5 (1999): 551.   
 
89 John Playford, “To the Ingenious Reader,” in The English Dancing Master: Or, Plaine and Easie Rules for the 
Dancing of Country Dances, with the Tune to Each Dance, 1st ed. (London, 1651), n.p., Early English Books Online 
[EEBO]. See the dissertation of Amy Catherine Stallings and Keith Whitlock’s article for treatments of the Royalist 
loyalty evident in Playford’s manual. Stallings, “Cabinet of Monkies: Dancing Politics in Anglo Culture, from 
Jacobite to Jacobin and Royalist to Republican,” PhD diss., The College of William and Mary, 2016, ProQuest 
Dissertations Publishing (10168232); Whitlock “John Playford’s,” 548-78. I disagree, however, with Stallings’ 
conclusions on the position of the Commonwealth vis-à-vis the practice of dancing. Cf. fn. 87, above. 
 
90 Playford, “To the Ingenious Reader,” in The English, 1st ed., n.p. 
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also in earlier sources describing country dances. For example, musician and composer Thomas 
Morley indicated in 1597 that the musical measures of a country dance resemble those of the 
volte and the courante: “rising and leaping” and “travising and running,” respectively. 91 Morley 
makes clear, nonetheless, that “the courant hath twice so much in a straine, as the English 
country daunce” and that the manner of performing a country dance resembles that of no other 
dance form—neither the gaillarde, nor the almain, nor the branle, nor the volte, nor the 
courante.92 Nicholas Breton’s An olde mans lesson, and a young mans love (1605) describes the 
country dance as a “Iigge to a stately Paven,” implying that sprightly steps mingled with graceful 
rhythms.93 The country dance was a dance apart—neither “rural,” rustic, and commonplace, nor 
“courtly,” elitist, and technically-refined.94  
Margaret Dean-Smith and E.J. Nicol posit that the country dance in seventeenth- and 
eighteenth-century England embodied the world of the country estate, connoting a pastoral ideal 
where peasant, villager, and lord danced together in polite harmony and where natural humanity 
triumphed over hierarchical imposition.95 This bucolic dream may have had some footing in 
reality, at least if Wood’s citation of Elizabeth I observing Lord and Lady Montague dancing 
with their tenants is accurate.96 Moreover, ideological associations made with the country dance 
by English dancing masters, moralists, and satirists alike emphasize its equalizing simplicity and 
 
91 Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke Set Downe in Forme of a Dialogue […] 
(London, 1597), 181, EEBO.  
 
92 Morley, A Plaine, 181. 
 
93 Nicholas Breton, An Olde Mans Lesson, and a Young Mans Love (London, 1605), n.p. (image 13), EEBO.  
 
94 Margaret Dean-Smith and E.J. Nicol, “‘The Dancing Master’: 1651-1729. Part II. Country Dance and Revelry 
before 1651,” Journal of the English Folk Dance and Song Society 4, no. 5 (Dec., 1944): 174.  
 
95 Dean-Smith and Nicol, “‘The Dancing Master’…Part II,” 174.  
 
96 Wood, Historical Dances, 95.  
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societal collectivity. For example, eighteenth-century dancing master Kellom Tomlinson 
described the presence of the dance form as nearly universal in his day. It was “the Darling or 
favourite Diversion of all Ranks of People from the Court to the Cottage,” he claimed.97 
Tomlinson remarks that the marvel of the English country dance is that only a little practice is 
required before anyone—of any rank or class—is able “not only to follow Country Dances but 
also lead them up, tho’ you never danced them before.”98 Kinetic simplicity of learning leads to 
social egalitarianism of performance.  
 Writing several decades earlier, writer and translator George Havers attested to this 
elementariness and scoffed at those who esteemed “the well regulated dance of a Ball” over “the 
ordinary walk or a Country dance.”99 The choreographic ease of learning and dancing country 
dances was no reason to dismiss them, at least for Havers. But the acerbic author behind The 
Danger of Masquerades and Raree-Shows took an alternative position. He perceived no more 
skill in “shuffling a Mans Feet upon the Ground” than in “playing with his Cravat.”100 Country 
dances required no cognitive engagement; they were the enemy of intellectual acumen and, 
therefore, of the development of the entire person, the writer raged.101 Regardless of historical 
actuality, the qualities of levelling simplicity, societal harmony, and rural escape attached 
themselves to the country dance. These ideological associations would contribute to the dance’s 
 
97 Kellom Tomlinson, The Art of Dancing Explained […] (London, 1735), 157, Google Books.  
 
98 Tomlinson, The Art, 158.  
 
99 G[eorge] Havers, A General Collection of Discourses of the Virtuosi of France, Upon Questions of All Sorts of 
Philosophy, and Other Natural Knowledge (London, 1664), 335, EEBO. 
 
100 C.R. of C.C.C., Oxford [Carew Reynell of Corpus Christi College], The Danger of Masqueradess and Raree-
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appeal and desirability among French upper classes and to the contredanse “mania” that 
climaxed at the zenith of the Enlightenment. Such ideals were “carried” by the dance itself 
through its choreography and its manipulation of bodies in space. The country dance encouraged 
ways of moving and interacting that captured a certain conception of things and embodied 
distinct ideals of socio-political communities.102 To know the forms and figures of the dance is to 
understand its importance and significance when practiced and performed. It is, therefore, to its 
movements and structures that we will now turn. 
 
The Choreographic Structure of Country Dancing 
The Playford country dance is what dance historians have designated as a figure dance 
given that the interest of the choreographic structure lies in the overall patterns, or “figures,” 
traced by the collective movement of the dancers rather than in the footwork, or “steps,” of the 
individual participants. All dances of the early modern period, be they country or courtly, 
involved both steps and figures (it is rather impossible to move through a figure without taking 
some steps!) but most of the French and Italian dances popular at European courts stipulated 
more detailed and precise footwork to move the dancers about the dancing space than did the 
country dance. Playford requires a mere paragraph, or table of “Characters” to “express the 
Figure of the Dance” (see Figure 1.1). The only true steps ever indicated in his manual are 
“setting” and the “double” and “single.” “Slips” also seems to be a country dance step in 
Playford’s repertoire as does “falling” (which simply means stepping backwards from the set) 
and “turning” (the equivalent of an unstructured pirouette), but these pseudo-steps are not 
included among the “Characters.” Dancing master François de Lauze, by contrast, requires pages 
 
102 See Chapter 2 in this dissertation for a detailed analysis of this parallelism.  
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and pages to describe all the steps and movements that he deems necessary to dancing French 
dances! 
The range and degree of bodily movement demanded by the steps and figures of country 
dancing is limited and simplistic. A “single,” according to Playford’s table, is “two steps, closing 
both feete [sic].”103 This step seems to move in any direction, as befitting the particular 
circumstances of the dance. A “double” is two singles together, but the sequence solely moves 
the dancer forwards or backwards. To “set” is to perform a single to one side and a single to the 
other, often followed by a “turn single.” Stylistically how these three steps are taken 
(dimensional breadth, musicality, kinetic verticality, etc.) and how the feet are closed after each 
movement are unspecified. If present-day practices are any indication, the country dancer varies 
his or her steps according to the space available, the social environment, the skill of fellow 
dancers, and personal inclination.  
The figures of Playford country dances, in contrast to the steps, are more codified despite 
very few being labelled explicitly as such. Playford mentions “armes,” “sides,” “hands,” “hey,” 
and “cast.” Other movement sequences, however—such as “right hands across,” “changing 
places,” “turning your partner” by one or both hands, “meeting,” “crossing,” and saluting—are 
neither true figures nor true steps. One might consider them “linking movements,” for they 
contribute to the figures but demand more coordination than steps.  
The most ludic gesture that Playford includes in certain of his dances (e.g. “Paul’s 
Steeple” or “All in a Garden Green”) is the kiss—and it is a ludic gesture. Dance historian Ethel 
L. Urlin claims that all Tudor-era country dances “introduced the ceremony of kissing,” an 
assertation which, however much it be exaggerated, underscores the gesture’s common-enough 
 
103 Playford, “A Table Explaining the Characters which are set downe in the Dances,” in The English, 1st ed., n.p. 
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presence in traditional English dances.104 The ubiquitous kiss she describes, however, may have 
been an element of the ceremonial bows and curtsies preceding courtly performances whereas 
the playful flirtations of Playford’s dances appear more thematic residue of the dance’s country 
origins. Despite The Dancing Master likely being intended to tame the ruralness of the country 
dance form, kissing dances persisted in the collections until the final printing.105 They do not 
disappear from the dance manual although subsequent editions claimed to be “enlarged and 
corrected from many grosse Errors” found in the initial printing.106 Clearly, playful kissing was 
not beneath the “ingenious Gentlemen” addressed in Playford’s prefatory remarks or contrary to 
the attainment of that certain, esteemed “quality” to which gentlemen ought to aspire.107 In fact, 
the foray into country rusticity permitted by country dancing may have contributed to its 
ideological appeal among the upper classes. 
Kinetically liberal in steps and structure, Playford’s country dances are also generous in 
the number of dancers incorporated into the dance set and diverse in form and shape. Altogether, 
one hundred four dances were included in the first edition of The English Dancing Master. The 
majority are structured longways, meaning that men and women stand opposite one another in a 
single column—a structure possibly derived from earlier English processional dances.108 Some of 
these columnar country dances stretch infinitely across the dance floor and encompass as many 
 
104 Ethel L. Urlin, Dancing, Ancient and Modern (New York: D. Appleton & Company, 1912), 121-22. For a 
discussion of the serious socio-political connotations of kissing, see J. Russell Major, “‘Bastard Feudalism’ and the 
Kiss: Changing Social Mores in Late Medieval and Early Modern France,” The Journal of Interdisciplinary History 
17, no. 3 (1987): 509-35. 
 
105 The final edition of The Dancing Master was published in 1728. 
 
106 John Playford, The Dancing Master: Or, plain and easie Rules for the Dancing of Country Dances, with the Tune 
to each Dance, to be playd on the Treble Violin, 2nd ed. (London, 1653), title page, IMSLP Petrucci Music Library. 
 
107 Playford, “To the Ingenious Reader,” in The English, 1st ed., n.p.  
 
108 Karpeles and Blake, Dances, 14.  
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couples as could care to participate, “as many as will,” in Playford terminology.109 Others, by 
contrast, are for a more limited number: four, six, or eight dancers are customary arrangements. 
The dance “Step Stately” is unique in that it accommodates odd numbers of couples: three, five, 
seven, or nine.110 Of the one hundred four dances, however, only eight stipulate a set smaller than 
twelve dancers. As for the arrangement of the dancers themselves, most of Playford’s dances 
situate the men (symbolized by black crescents in reverse) on the left with their ladies 
(symbolized by circles with a single black dot in the middle) to their right. But occasionally—as 
in “Lulle me beyond thee”—one or more of the couples are “improper.”111 The dancers stand in 
opposite places with the man on the right and the woman on the left. 
Alternately to the longways formation, some Playford country dances are in the round 
and others in squares. Playford includes twelve rounds in his 1651 manual. Like longways sets, 
these circle dances easily accommodate as many as will but can also be for a smaller number of 
dancers, such as six or eight. Only three of the one hundred four dances are squares—all 
requiring eight dancers, or four couples each. In subsequent editions of The Dancing Master, the 
square and round forms gradually disappear such that, by the eighteenth century, very few 
Playford dances assume either shape and the majority are longways for as many as will. This 
evolution in the number of couples required and in the shapes of the dances may reflect 
concurrent trends in dancing spaces and performative occasions—the number of couples first 
 
109 See “Bobbing Joe,” for example. Playford, The English, 1st ed., 7. 
 
110 Playford, The English, 1st ed., 100.  
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diminishing as country dancing entered the restricted quarters of private homes but then 
increasing once again as ballrooms and interior spaces assumed larger dimensions.112 
Playford’s dances are all distinct in their selection and assortment of figures and range 
from the simple—such as “Goddess”—to the extraordinarily complex (“Irish Trot” or “Faine I 
would [sic]” (see Figure 1.2). They do, nevertheless, seem to fall into structural-pattern 
categories. There are those dances affectionately labelled as “USA” dances by some 
contemporary country dance callers where the “USA” acrostically denotes the sequence “Up a 
double,” “Setting,” “Arming.”113 These three movements typically correspond to one, repeated 
musical phrase. Additional figures, alternating with these core movement segments, correspond 
to a second musical phrase and vary in number and difficulty from dance to dance. A second 
category of dances features a unique, kinetic refrain that regularly interrupts the other figures. In 
“Prince Rupert’s March,” for example, the movement sequence “lead all around” precedes the 
three distinct figural segments.114 A third group of dances, such as “Argeers,” vacillate back and 
forth between two musical strains, but the figures follow no repetitive or reoccurring pattern.115 
Finally, there are those dances without any repetition of movement. Continually-changing 
figures are danced to a single, unchanging musical strain.  
The internal variability of pattern, music, structure, and figure observed in the Playford 
repertoire is not reflected in the historical trajectory of the genre. Apart from the normalizing 
evolution towards the columnar form for an infinite number of dancers, the country dance 
 
112 Thompson, Dancing, 43; Buckman, Let’s Dance, 102; Wood, Historical Dances, 121. 
 
113 Rubin calls this USA pattern the “Early Playford Formula,” after Carl Wittman. Rubin, “English Measures,” 157. 
 
114 Playford, The English, 1st ed., 55.  
 
115 Playford, The English, 1st ed., 58.  
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changes very little from edition to edition of The Dancing Master or in other edited collections 
and manuals published thereafter. Even today, country dance steps and figures hardly differ from 
those recorded in 1651, attesting to a notable continuity of movement and structure in the 
English country dance form. English dancers found little reason to amend a dance that pleased 
and amused so universally. By the early eighteenth century, dancing master John Weaver could 
write confidently that it was “the favourite Diversion” of all Europe: “a moderate and healthful 
Exercise, a pleasant and innocent Diversion.”116  
 Such is not the story of the contredanse, the French derivative of the English country 
dance. Initial choreographic translations took liberty in the “wording” of the dance—in the 
choice and arrangement of steps and figures—a liberty which was only emboldened in later 
translations. French dancing masters combined a domestic dance vocabulary with foreign dance 
phrasing to create a re-choreography, or re-working, of the country dance and of its aesthetic 
embodiment of socio-cultural ideals.117 They reorganized the textual material of the English 
country dance according to French court dance conventions to make sense of the foreign 
importation and to limit the “sensible meaning” that it could present to dancers and spectators. 
These dancers and spectators, however, also played a role in translation. Through performance—
through moving-in-space and enactment of the figures, shapes, and forms of the contredanse— 
 
116 John Weaver, An Essay Towards a History of Dancing, in Which the Whole Art and Its Various Excellencies Are 
in Some Measure Explain’d […] (London, 1712), 170-71, Google Books. 
 
117 There is an inevitable question of intentionality in re-choreography, but Chatterjea argues that intentionality in 
choreographic translation is not necessary in order for the translation to reclaim and re-narrativize the “frames of 
representation” or the visual “ways of being and becoming in this world” that the dance represents to its spectators 
(“Of Corporal,” 283, 288). In fact, she proposes that translating dance can itself be a sort of consciousness, for it is 
an attempt to “reorganize the ‘un-readable’ body in order to make sense in [the world of the translator], even if it 
throws into confusion the world in which the translated body originated” (“Of Corporal,” 295). To the extent that it 
borrows from other cultural and performative dance practices, re-choreography is an intentional re-working of 
foreign and domestic languages and values. 
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their bodies shifted power relations. They opened up the translated text handed them by dancing 
masters, such that the contredanse in early modern France was an image “presented with a 
twist”—of the English country dance but also of the French danse noble. 118  
 
The Contredanse: Phase I 
 One might say that the contredanse as first performed in France was the most “accurate” 
translation of the country dance. It certainly was the most literal as it closely resembled its 
English forerunner in form and figure, yet when this process of transposition and translation 
began remains uncertain. Since perhaps Michel Brenet’s 1926 entry on “Contredanse” in the 
Dictionnaire pratique et historique de la musique, dance historians have dated the arrival of the 
English country dance in France to the late seventeenth century.119 Jean-Michel Guilchet, in his 
seminal work on the dance form, proposes that the introduction of the contredanse to the French 
court was doubly indebted to an English dancing master, Monsieur Isaac, and to a French one, 
André Lorin. This is the view held by Brenet as well and no doubt influenced Guilchet’s 
opinion.120 Nevertheless, references to the contredanse appear in France well before Lorin 
dedicated his Livre de la contredanse du Roy to Louis XIV (c. 1688) and the marquis de 
Dangeau noted Monsieur Isaac among the king’s retinue in 1684.121 Guilcher makes a plausible 
 
118 Chatterjea, “Of Corporal,” 283. 
 
119 Michel Brenet, “Contredanse, n.f.,” Dictionnaire pratique et historique de la musique (Paris: Librairie Armand 
Colin, 1926), 96-97. Gallica.  
 
120 Guilcher, La Contredanse, 13, 15-16; Brenet, “Contredanse, n.f.,” 97.  
 
121 Guilcher, La Contredanse, 16, fn. 3; Philippe de Courcillon de Dangeau, Journal du marquis de Dangeau, publié 
en entier pour la première fois […] (Paris, 1854), 1: 64, Gallica. I have not had an opportunity to consult the 
undated manuscript at the Bibliothèque nationale attributed to Lorin (which Guilcher mentions in his footnotes) and 
shall, thus, be dependent on Julia Sutton and Rachelle Palnick Tsachor’s wonderful transcription for my analysis in 
this chapter (Sutton and Tsachor, ed., Dances for the Sun King); The second of Lorin’s manuscripts gives a date of 
1688, but Kate Van Winkle Keller dates the conception of both to 1685, with a creation date range of 1685-87 for 
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case that these earlier appearances of “contredanse” are linguistic only and cautions against 
mistaking the term for the practice. He stipulates that de Lauze mentions the contredanse in his 
Apologie de la danse (1623) purely in association with the English nation and the English 
manner of dancing, much as de Lauze also mentioned English measures, which do not seem to 
have ever been danced in France.122 Guilcher also rightly observes that descriptions of dancing 
the contredanse in the maréchal de Bassompierre’s memoirs and in those of the comte de 
Grammont occur during visits to the English courts of Charles I and Charles II, respectively, and 
are not in the context of French dance circles.123  
 What Guilcher does not allow for, however, is the return of these travelers to the French 
court or earlier English-French connections that exposed French dancers to the country dance. 
For example, de Lauze dedicated his manual to the Duke of Buckingham, a known advocate of 
country dancing, and the dancing master credits himself with having aroused enthusiasm among 
English and French dancers through his methods and instructions.124 The Stuart-Bourbon 
connection perceptible in de Lauze’s anecdotes became official two years later when Princess 
Henriette-Marie, daughter of French monarch Henri IV, wed the prince of Wales (future Charles 
I). Henriette-Marie had studied dancing from an early age and was a true patron of the art 
throughout her lifetime, commissioning and performing in ballets, masques, pastorales, and 
 
the first manuscript and 1685-88 for the second. See Van Winkle Keller, “Dating Lorin’s Manuscripts,” in Dances 
for the Sun King, 13.  
 
122 Guilcher, La Contredanse, 15; De Lauze, Apologie, 9. 
 
123 Guilcher, La Contredanse, 15; Bassompierre, Mémoires, 2: 388; Antoine Hamilton, Mémoires du comte de 
Grammont (Paris, 1824), 1: 155, Gallica. 
 
124 Whitlock, “John Playford’s,” 557; De Lauze, “Aux Cavaliers et aux Dames par luy mesme,” in Apologie, n.p. 
 
 46 
plays.125 During the English Civil War (1642-51), she sought refuge in France, never 
permanently returning to her country by marriage.126 It is possible (indeed, highly probable) that 
the queen’s travels introduced French dancing to England and English dancing to France. She 
dedicated her life to encouraging dancing and English performative styles, such as masques, and 
thus would have eagerly promoted English dance traditions in France, where novelty as well as 
foreign allure would have heightened their prestige.  
 In summary, there is no evidence that the practice of country dancing did not accompany 
the introduction of the term to France. In fact, an earlier arrival date would explain the lack of 
footnoted or descriptive information provided in Bassompierre’s, de Lauze’s, and Hamilton’s 
writings. French readers, familiar with the practice of country dancing, would have understood 
what was meant by “contredanse” and would not have needed an explanation of the 
choreography. Moreover, Keith Whitlock argues forcibly in favor of the English masque (and 
royalist sympathies) being inextricably entwined with the publication of John Playford’s The 
English Dancing Master and with the names and music of the dances themselves.127 English 
royal masques meant English country dancing, both of which may have accompanied Henriette-
Marie to France as part of her patronizing activities of English entertainments. Thus, the Stuart 
exile in France plausibly signals the arrival of the dance form prior to either Lorin or Monsieur 
 
125 Anne Daye, “At the Queen’s Command: Henrietta Maria and the Development of the English Masque,” chap. 3 
in Women’s Work: Making Dance in Europe before 1800, ed. Lynn Brooks (Madison: Univ. of Wisconsin Press, 
2007), 71-95, ProQuest Ebook Central. 
 
126 Sue Minna Cannon, “Henrietta Maria,” in The Oxford Companion to British History, ed. John Cannon and Robert 
Crowcroft, 2nd ed. (Oxford: Oxford Univ. Press, 2015), Credo Reference. Henriette d’Angleterre, daughter of 
Henriette-Marie and Charles I and first wife of Louis XIV’s brother the duc d’Orléans, was a brilliant dancer and 
appeared in many French court ballets. In a future project, I would like to explore the ballets in which the princess 
performed to see if there is any correlation between her presence and the inclusion of the contredanse in the ballet’s 
choreography.  
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Isaac’s instructions.128 This would situate the contredanse in France during the first half of the 
seventeenth century rather than the second, as Guilcher insists.129  
 Regardless of whether literary mentions of the contredanse denote and date simply a 
linguistic or also a physical arrival of the dance form to France, Lorin’s manual and Dangeau’s 
journal provide clear information as to who initially danced and where. The first of Dangeau’s 
entries to mention the contredanse dates October 27, 1684. Since the fourteenth of that month, 
the French court had been in residence at Fontainebleau, enjoying numerous pleasures and 
divertissements including hunting and comédies italiennes. Dancing was also among the courtly 
festivities, given that Monsieur Isaac, the celebrated London dancing master, accompanied 
them.130 It seems that the ladies of the French court had sought his expertise on the English 
manner of dancing and, afterwards, displayed their newly acquired knowledge of country dances, 
or contredanses, at a bal d’appartement on the evening of October 27th.131 Two days after this 
debut, another bal d’appartement was held where the king himself joined in performing 
contredanses.132 In November, 1684, yet another bal d’appartement was held at Fontainebleau 
 
128 In a conversation with Anne Daye in 2018, I expressed my hypothesis of the connection between the contredanse 
and the patronage of Princess Henriette-Marie, as well as my scepticism of the widely accepted arrival date of c. 
1685. Daye enthusiastically echoed my conjectures.   
 
129 Guilcher, La Contredanse, 13. Henriette-Marie’s involvement in the history of the French contredanse also may 
imply that the contredanse represented a dramatic, and not merely social, dance form in France earlier than 
suspected (see below and Chapter 3 of this dissertation) as country dancing was a part of English masques, and it is 
known that Henriette-Marie’s children, at least, danced in many French court ballets during their exile there. It could 
be that the English custom of incorporating country dancing and social dancing, in general, into dramatic 
productions was a theatrical innovation introduced by the English royal family, situating the contredanse on the 
stage much earlier than anyone has suspected. I intend to undertake detailed archival research in the future to 
determine the veracity of these hypotheses.  
 
130 An instructor of the English aristocracy, Isaac was no stranger to royal students and his Catholic affiliation would 
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Exemplary Dancing-Master of Late Stuart London,” Early Music 35, no. 3 (2007): 435, 439. 
 
131 Dangeau, Journal, 1: 63.  
 
132 Dangeau, Journal, 1: 64. 
 
 48 
where Monsieur and Madame la Dauphine danced several contredanses, possibly even leading 
out the dancing with one.133 This was significant, given that the prominent place of first dance 
was customarily occupied by danses nobles such as the branle.134 To lead out the dancing by a 
contredanse, with its collective longways set, signaled an ideological nuance in aristocratic 
circles. It suggested a cultural nuance where rank and position were fluid and temporary 
positions within an interactive community instead of unchanging places in a rigid social 
hierarchy. On January 19, 1685, the alternative way of moving embodied by the contredanse 
crept quietly into the heart of Louis XIV’s political world: Dangeau records a bal d’appartement 
at Versailles where dancing contredanses was unquestionably included among the festivities.135  
 It is of no surprise that the country dance gained notoriety first at bals d’appartement. 
Apartment balls were much less formal affairs than bals réglés and bals du roi and allowed for 
greater liberty of movement and more lax protocol while still remaining within the confines of a 
permissible noble aura.136 They served as a designated space within which rank and ceremony 
could be temporarily suspended and the obedient bodies of the nobility released from the rules 
and rituals of ordinary etiquette without risk or shame. At these sideline festivities, the 
contredanse could guard a respectful distance from existing courtly styles of dance. Its kinetic 
latitude could portray a choreographic alternative to official paradigms of behavior and 
 
133 Dangeau, Journal, 1: 68. This would be Philippe, duc d’Orléans, and Marie-Anne de Bavière in 1684. 
 
134 For a helpful discussion of these choreographic differences and the socio-political implications, see Richard 
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movement (much as the Italian forlana had done a few decades previous) yet avoid outrightly 
repudiating established, French conventions.137 As a translated dance, the contredanse necessarily 
represented a potential source of cultural change and a foreign challenge to the domestic 
paradigm. Nevertheless, the immediacy of its threat was diminished by its very foreignness and 
its marginalized status at the bals d’appartement.  
 If Dangeau gives clues as to the who and where of early practices of the contredanse in 
France, dancing master André Lorin provides a more complete sketch. His livres reveal much 
about the transplantation and translation of the English country dance into an intelligible and 
acceptable French contredanse variation. By contrast, scarce is known of the dancing master 
himself—so little, in fact, as to be almost absurd.138 It would appear, however, that he was quite 
intimate with the French court, proclaiming himself as dancing master to numerous members of 
the royal family.139 In his first manuscript book, Lorin provides notation for thirteen 
contredanses, which he dedicates to many of the foremost members of the French aristocracy: 
Louis XIV, Monseigneur, Madame la Dauphine, Monseigneur le duc de Bourgogne, Madame la 
Princesse de Conty, and Madame Maintenon, among others.140 In his second manuscript (a 
reedition and revision of the first, dedicated to Louis XV in 1721), the dancing master lists fifty-
eight different dances, some repeated from the first manuscript and not all necessarily 
 
137 Both Harris-Warrick and Cowart comment on the role of the Italian forlana in representing Italian themes and 
stereotypes in French opera during the seventeenth and early eighteenth centuries. See Harris-Warrick, “Staging 
Venice,” Cambridge Opera Journal 15, no. 3 (2003): 313; Harris-Warrick, Dance, 270, 422-25; and Cowart, The 
Triumph, 196-201. 
 
138 Maureen Danielle Needham observes that for a dancing master who proclaimed to be (and most likely was) so 
connected to the royal family and to the academic institution of dancing in early modern France, he is uncannily 
absent from written records. See Needham, “André Lorin: Dancing Master at Court,” in Dances for the Sun King, 
23-41. 
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contredanses, but each dedicated to a member of the royal court. 141 This attests to a continued 
acquaintance of the French nobility with the contredanse form. It did not go “out of fashion” 
after its debut among French royals as a mere novelty. On the contrary, the popularity of the 
contredanse only grew over the course of the eighteenth century. 
 A close association between the royal household and the contredanse, at least initially, is 
also suggested by the two impetuses which Lorin indicated lay behind his work. In his second 
manuscript, he claims that the late king (Louis XIV) had commissioned him to record a system 
of dance notation.142 As evidenced in the Lettres patentes, developing a graphic code for 
choreography was paramount to safeguarding la belle danse and recording its movements and 
gestures in their perfected form. It was an artistic and political tool that would protect the 
hegemony of French dance practices, and Lorin was (purportedly) invited to participate in this 
act of aesthetic statecraft with his contredanse manuals. The second motivation underlying 
Lorin’s manuscripts was more superficial. His work simply met a need to “satisfaire l’envie 
qu’en avoit [de faire des contredanses] feu Madame la Dauphine, Princesse de Baviere” (to 
satisfy the desire of Madame la Dauphine to dance country dances).143 These details are 
corroborated by Dangeau’s journal, wherein (as aforementioned) he notes the particular desire of 
 
141 Lorin describes the dances of the second manuscript as “danses figurées” and “contredanses.” We understand that 
the contredanse is a danse figurée, but Lorin’s distinction between the two could be an indication that danses 
figurées, which are not contredanses, are listed as well. Later, he seems to place all fifty-eight dances in the same 
category of “contredanse.” We cannot know for sure because Lorin only provided notation for one of the dances, 
“Les Cloches, ou Le Carillon” (see my choreographic analysis of this dance in Chapter 2). At the very least, it would 
appear that not all fifty-eight dances were “contredanses ordinaires”—as was “Les Cloches”—and perhaps 
represented French figural variations on a standard English theme. See Lorin, “Livre de la Contredance du Roy 
Presenté à Sa Majesté Par André Lorin l’un de ses academiciens pour la Dance” (unpublished manuscript, 1685-88, 
rededicated 1721), 12, 24, 26, Gallica.  
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French noblewomen to dance English country dances and the dauphine’s involvement in the 
performance of contredanses at a ball on November 8, 1684.144  
In addition to revealing an intimate connection to the nobility, Lorin’s manuscripts also 
demonstrate strong ties to English sources and practices of country dancing. The choreographic 
structure, titles, and music of the contredanse in its earliest French form reveal a translation that 
was moderately “accurate” and faithful to the authenticity of its English predecessor. One might 
consider these first contredanses as word-for-word “translations” of country dance originals, only 
slightly domesticated with aesthetic agréments (flourishes) to suit French taste. In the following 
chapter, I will provide a detailed choreographic analysis of an early-phase contredanse known as 
“Les Cloches, ou Le Carillon,” which comes from Lorin’s second manuscript.145 Here, however, 
I would like to consider Lorin’s two manuscripts more generally, in conjunction with Raoul 
Auger Feuillet’s Recüeil de contredanses mises en Chorégraphie and other annual collections of 
notated ballroom dances from the early eighteenth century. 146 Lorin’s manuscripts never seem to 
have been printed or circulated outside royal circles, but numerous dances mentioned in his 
collections are also listed in Feuillet’s recueil, including “Les Manches Vertes,” “Excuse(s) my” 
(also, “Excusez moy”), “Vienne,” and “La Valantine.” This suggests that French dancing masters 
 
144 Dangeau, Journal, 1: 63, 68. 
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dance, see Carol G. Marsh, “Comparison of the Two Manuscripts,” in Dances for the Sun King, 20-22.  
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shared acquired knowledge of the English country dance among themselves and learned from 
one another rather than all studying the English sources first-hand.  
As for Lorin, however, his familiarity with English country dance practices and 
collections was the result of personal study and on-site training. In both of his manuscripts, he 
mentions travelling to Great Britain and, in the second livre, claims that he studied the very same 
material from which the English dancing master Isaac had derived his dances.147 This may have 
been, but Lorin’s manuscripts themselves attest to an extensive borrowing not from Isaac’s 
choreographies but from Playford’s collections.148 Of the thirteen dances included in Lorin’s first 
livre, nine correspond to a dance title listed in an edition of The Dancing Master; only three of 
Lorin’s thirteen dances seem to be wholly unconnected to other concurrent British music and 
dance sources.149 Moreover, of these nine dances with concordant Playford titles, many are also 
choreographic and musical counterparts of their English originals. The relationship between 
early French contredanses and Playford’s country dances is further underscored by another dance 
manual contemporary with the reedition of Lorin’s manuscript: Raoul Auger Feuillet’s Recueil 
de contredanses (1706).150 Altogether, it has been estimated that nearly half of Feuillet’s notated 
contredanses were derived from English predecessors with the remainder being original to 
Feuillet or other French dancing masters but choreographed in an English style.151 What united 
 
147 Lorin, “Livre,” 12, 19, 23; Sutton and Tsachor, ed., Dances for the Sun King, 1, 12, 136.  
 
148 Although Feuillet acknowledges the English origins of the dance form as well. See Feuillet, “Préface,” in Recüeil, 
n.p.; Brainard, “New Dances,” 165, 167.   
 
149 Kate Van Winkle Keller, “Concordances of the Tunes,” in Dances for the Sun King, 65-79. 
 
150 Feuillet, “Préface,” in Recüeil, n.p.; Brainard, “New Dances,” 165, 167. Feuillet had begun publishing annual 
recueils in 1702, which contained contredanses, but the first devoted entirely to the dance form appeared in 1706. 
 
151 J.F.R. Stainer, “La Contredanse,” The Musical Times 42, no. 696 (February 1, 1901): 98, Google Books. 
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initial French efforts to translate the contredanse—either from real English dances or after a 
cultural prototype—was a commitment to delivering “les plus belles” of the country dances (or 
the most beautiful look-alikes) to their readers and students.152  
The close connection between early-period French contredanses and their English 
country dance sources influenced the choice of names of the dances (the translation is nearly 
transliteral for dances such as “Excuse my,” for instance) but also the choreographic forms and 
figures. Nearly all of the early examples of contredanses are for a longways set and most for as 
many as will. Feuillet and Lorin both assume that these are defining and distinguishing 
characteristics of the dance form. Their contredanse translations of the country dance is one that 
incorporates numerous couples (theoretically hundreds, as Lorin remarks) and where couples 
progress up and down the set over the course of the dance, repeating the figures until every 
couple has regained its initial position.153  
Where footwork is concerned, however, Lorin and Feuillet’s faithful copying of English 
dancing cedes to French aesthetic and technical standards. Both dancing masters refer to the 
comparative absence of defined steps in country dances in their writings, but Feuillet presents 
this information in a more positive light than his colleague. He expresses a desire to “laisser la 
liberté aux personnes qui les [les contredanses] dancent d’en composer comme ils voudront” (to 
grant permission to the dancers to perform contredanses as they so choose), although he specifies 
(as did Lorin) that French dancers should introduce footwork into the figural structures of 
contredanses.154 The choice of steps is ultimately left to the discretion of the dancer, but the 
 
152 Lorin, “Livre,” 23; Feuillet, “Préface,” in Recüeil, n.p. 
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154 Feuillet, “Des pieds, pas, mains et bras,” in Recüeil, n.p. 
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dancing master provides directives which, it is clear, ought to be followed. Feuillet defines the 
category of steps as all “actions” and “signes” of either the feet or the hands.155 He incorporate 
the customary French repertoire with which his readers would already have been familiar—pas 
jetté, pas de rigaudon, and la révérence, for instance—as well as quotidian, commonplace 
gestures such as “faire signe du doigt une fois en menaçant” (to make a threatening gesture).156 
Although both Lorin and Feuillet domesticate the choreographic liberty of the country dance, 
Feuillet preserves the playful and unscripted character of the English country dance in his 
translation.  
Lorin, conversely, regards the customary lack of kinetic certainty in country dancing as 
wholly undesirable. He explains in his second manuscript that he has supplied the missing steps 
himself and has reduced the infinite number of permissible steps in the country dance tradition to 
a concise repertoire of French pas so as to “leur [aux contredanses] donner de l’agrément” (to 
make the contredanses more pleasing).157 This treatment of footwork belies differing responses 
on the part of French dancing masters-as-translators towards the dual nature of dance translation 
and dissemination. On the one hand, to translate the country dance into the contredanse in early 
modern France is to transcribe the dance form and to capture its movement in writing. This step 
of recording necessarily effaces the ontological essence of the dance. To reanimate it and 
transpose it once again so as to render it authentically dance—to free the performance of dance 
from its likeness—the notation must be embodied and enacted by dancers. The dancers are as 
instrumental to and agential in the process of dance translation as the dancing masters. There is, 
 
155 Feuillet, “Des Batemens de pieds,” in Recüeil, n.p.. We might say that Feuillet defined the category of “pas” for 
the French dance repertoire with the publishing of his Chorégraphie in 1700.  
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thus, an inherent potential of disaccord and tension between the two contributors. The dancing 
master can specify the footwork he deems acceptable and appropriate, but the execution depends 
upon the dancers and they are entirely free to negotiate the movement as they wish.  
 The power struggle between the writing, notating dancing master-as-translator and the 
dancer, on whom the dancing master necessarily depends for the animation of his translation, 
conditions Lorin’s and Feuillet’s opinions of steps but more fundamentally their attitude towards 
the reader-dancer herself. Both dancing masters acknowledge and seek to satisfy popular 
penchants with their manuals (albeit of different communities), but the extent to which they 
allow the reader-dancer to interact with the notation and to possess agency in the translation of 
the contredanse differs. If we read their writings as an intermediary between the domesticating 
injunctions of the dancing master and the re-choreography and rescripting performed by the 
dancers, we discover a commentary on the dichotomous nature of translational agency. Feuillet’s 
recueils and Lorin’s manuscripts illuminate the dual transposition through space required in 
order for dance to be transmitted across cultural and linguistic barriers. It must transform from 
movement into notation and notation into movement; it must pass through the hands of a notator-
writer and a performer-dancer. The contredanse heightens the precarity of this dual translation 
because of its requisite inclusion of multiple performer-dancers. More bodies involved in the 
performance of the dance implies more agents in the process of transposition, and more potential 
for the translation to re-choreograph the dance and to represent a source of cultural change. How 
much the dancers would be allowed to actively participate in determining the appearance of the 
contredanse would, thus, have tremendous implications for what the dance visualized and 
embodied. Lorin and Feuillet’s translations of the country dance necessitated a reconsideration of 
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the role of the dancer and her participation in the creation and definition of the contredanse, but 
their responses diverged in determining who this dancer was and what exactly would be her role.  
Lorin is very specific in qualifying his audience as the French court (consider the lengthy 
list of dances dedicated to individual members of the nobility that he includes in his second 
manuscript—fifty-eight in sum). Although he addresses these ladies and gentlemen in their roles 
as artistic patrons and social superiors, he never speaks to them as dancers. He has no intention 
that the reader-dancer “participate” in the creation of the contredanse or interfere in the 
translation (literary or bodily) of the dance form. In fact, he backhandedly condemns the English 
nobility because they have a habit of dancing and choreographing country dances. He does not 
outrightly condemn their manner of dancing: English noblemen and women, as the dance’s 
inventors, are capable of transforming the increased negligence and liberty that accompany 
country dances into a unique sort of elegance. But he remarks, in a tone half-deprecating, half-
disavowing, that English dancers have a habit of creating and performing country dances “selon 
leur caprice” (as it suits them) and that they dance them “à [leur] fantasie” (according to their 
fancies).158 According to Lorin, the French cannot (and should not) imitate this English 
abandonment to caprice and fantasy.159 They must image their own national ethos, one that 
glorifies through replication the sovereign corps of the monarch and the hierarchical order of 
polite society.160 It is clear that Lorin conceives the nobleman or woman’s body as an oblique 
 
158 Lorin, “Livre,” 30-31. 
 
159 Lorin, “Livre,” 31.  
 
160 The transformation of the personal, kingly body into pure representation of an ideological kingly body and the 
reproduction of that image through the bodies of monarchical subjects (whether in the ceremonial etiquette of the 
nobility or the creations of artisans) forms the core of Jean-Marie Apostolidès’ argument in Le Roi-machine : 
Spectacle et politique au temps de Louis XIV (Paris: Éditions de Minuit, 1981), as well as in his Le Prince sacrifié: 
Théâtre et politique au temps de Louis XIV (Paris: Éditions de Minuit, 1985). Norbert Elias has also detailed the 
noble society of absolutist France and its participation in the representation of the monarch. See Elias, The Court. 
Audrey Adamczak provides an interesting art historical perspective of the replication of the kingly image in “Les 
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“political resource” in service to the king, to borrow Sara Melzer and Kathryn Norberg’s term.161 
The aristocratic corpse was a “créature monarchique,” as Jean-Marie Apostolidès has said, who 
possessed only a “pseudo-existence” as part of court society. 162 Lorin inscribes his manual 
within an aesthetic and ideological paradigm where the dancing body represents a corporal 
palimpsest on which can be written a symbolic display of power and politics. When moving in 
cadence with the rhythms of royal policy, the noble body represented and reinforced the 
sovereignty of the crowned head. When performing disharmoniously or bullishly, it challenged 
the representation of hegemonic authority. The danse noble had been an ideal vehicle of such 
complicit spectacles for it choreographically structured the dancers and their spectators to reflect 
a society where the gaze was directed towards the king and the “actors” perfectly, and 
obediently, performed scripted roles.163 Lorin’s translation reveals a desire that the contredanse 
should do likewise. 
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But however seemingly impenetrable and unchanging in its representation, the spectacle 
of power enacted through dance in early modern France belied a composite of individually and 
autonomously moving bodies. It artfully displayed a unified and harmonious socio-political 
corps that ultimately depended upon a multiplicity of individual, embodied participants. The 
images and spectacles of royal power and authority in ancien régime France—the ballets, 
comedies, tragedies, medals, portraits, and so forth—were the compositions, choreographies, and 
creations of multiple artists and artisans, and as creators, they reserved the right to alter and 
contest their creation.164  
Lorin obscured the co-creationary and participatory nature of dance. He never addressed 
his readers as dancers, effectively ignoring the presence and contribution of their bodies to the 
dance created. Feuillet, by contrast, writes to the reader-dancer directly and warmly designates 
her and her companions as his “public” in his Chorégraphie.165 In his Recüeil de contredanses 
published six years after the Chorégraphie, the dancing master boasts of a system of notation and 
learning so easy “que toutes personnes peuvent facilement les [les contredanses] apprendre, sans 
le secours d’aucun maître et même sans avoir eu aucune connoissance de la chorégraphie” (that 
anyone can easily learn to dance contredanses, without the help of a dancing master and even 
without having had any exposure to choreography and dance notation).166 In this way, Feuillet 
acknowledges—even encourages—the agency of the reader-dancer in the translational process. 
He liberates knowledge of dancing from the elitist realm of the court and of the dance lesson. 
 
164 Cowart, The Triumph, xxi. 
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contredanse kinetically appealed. This reading-dancing public was anchored simultaneously in economic reality and 
in the imagination of the author-dancing master as an impersonal, disembodied ideal. 
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Thanks to the simplicity of Feuillet’s system, dancers can teach one another; they have no need 
that an “author” or dancing master determine the text which their bodies will perform. The 
dancing body is free to enact dramatic and substantial power shifts of its own accord. Its 
movement is not complementary to the literal, written text of the manual but rather (as Desmond 
reminds) a primary text itself. 
 
The Contredanse: Phase II 
After this first wave of contredanse enthusiasm and the final printing in 1720 of an 
annual ballroom recueil compiled by Feuillet’s successor Dezais, few contredanse manuals 
appear until the 1760s. A “period of silence” ensues in choreographic publications although 
numerous musical collections still survive from these interstitial decades.167 Moreover, this 
disappearance of notation does not in any ways reflect the prominence of the contredanse in 
eighteenth-century French performance culture. Rather, the contredanse experienced a 
spectacular surge during this period, particularly in venues and settings outside of official 
milieus. Although still danced as part of royal gatherings and bals particuliers of noble circles, 
the contredanse was also frequently performed in more urban and popular locations of culture: 
public balls, fairground theaters, and all settings (however fictitious) which celebrated topsy-
turvy hierarchies and inverted social structures. These spaces of performance captured and 
catalyzed the frolicking, free spirit of the country dance. The transposition from the theatrical 
court of Louis XIV to the dramatic spectacles of Parisian society sealed in the social 
egalitarianism and carnivalesque joviality of its English origins, markedly influencing the French 
contredanse form. Although absent from official discourse—the contredanse is not documented 
 
167 Guilcher, La Contredanse, 63.  
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by royally-commissioned notation or included in accounts of courtly festivities during this 
period—its presence was in no ways diminished. The translation was not through language but 
through space. And in this new space, the difference of foreignness and alterity could be 
unashamedly performed and even embraced. Certainly, there are other dimensions of the 
contredanse as spectacle that ought to be considered, such as the aesthetics of staging and the 
sociability of the theater. These will be discussed further in Chapter 3, but here my interest is in 
the places of performance and the meanings enacted by the contredanse within creative and self-
creating spaces.  
The theater in early modern France did dual duty. On the one hand, it offered a literal 
stage for fictional plays and musical comedies. All sorts of realities were possible, both the 
institutionally-official and its unofficial alternatives. The theater stage was a space open to any 
sort of world, but the kinetic liberality of the contredanse fit most naturally within the generic 
categories of comedy, vaudeville, parody, and pastoral romance. After the death of Louis XIV in 
1715, the contredanse recurrently appeared in theatrical spectacles under one of three guises: as a 
musical air, as a dance, or as a personnage. The themes evoked by these comic performances or 
their low-culture venues attached certain social and cultural qualities to the contredanse. For 
example, La Critique, a comedy by Louis de Boissy first performed by the Comédie italienne in 
February, 1732, listed “La Contredanse” among the characters. A parody of common theater 
genres of the day, the final scene of La Critique features “Le Vaudeville” singing away about 
how music matters more than meaning at the Opéra (and in French society, at large) and how 
what is most important to spectators are “les dehors frivoles” (frivolous externals) of the 
spectacle.168 To demonstrate the veracity of Le Vaudeville’s remarks, “La Contredanse” frolics 
 
168 Louis de Boissy, La Critique, comédie en un acte et en vers, libretto (Paris, 1762 [1732]), 147, Google Books. 
The corrected date is noted in Emanuele de Luca, “Il repertorio della Comédie-Italienne di Parigi (1716-1762)/Le 
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alongside “Le Menuet” in a happy dance, for it is these two dances personified, along with “Le 
Tambourin,” who most embody the genre of vaudeville itself. And, reciprocally, Le Vaudeville 
reinforces the popular nature of the contredanse—it is a dance which appeals to every class or 
rank and not only in the imaginary world of the theater. The music and titles of many early 
contredanses were borrowed directly from street tunes and melodies now categorized as part of 
the French folk repertoire. 169   
For other contredanses, the music was borrowed from the repertoire of the theater, using 
such cross-referencing to make cultural allusions. By way of illustration, consider Les Indes 
dansantes, a 1751 Comédie italienne parody of Les Indes galantes by Charles-Simon Favart. 170 
The parody incorporated two musical contredanse citations. One dance tune (“Contredanse de M. 
Blaise”) appeared in the second entrée “Les Incas du Perou.”171 The other “La Contredanse du 
Carnaval du Parnasse” was played during the third entrée “Les Fleurs.” 172 Because it was more 
clearly labelled than the first musical contredanse citation in Les Indes dansantes, we will 
consider here the thematic and socio-historical references connected to “La Contredanse du 
Carnaval du Parnasse” and the implications of such referential associations for the French 
contredanse as a genre and an embodied “conception of things” in early modern France.  
 
répertoire de la Comédie-Italienne de Paris (1716-1762),” PhD diss., l’Università degli Studi di Pisa/l’Université 
Paris-Sorbonne, 2011, 219, The Frenchmag: Performance and Drama. 
 
169 Guilcher, La Contredanse, 137.  
 
170 Charles-Simon Favart, Les Indes dansantes, parodie des Indes galantes, libretto (Paris, 1751), Gallica; Louis de 
Cahusac, Les Indes galantes, ballet-héroïque […], libretto, rev. ed. (Paris, 1736), Gallica. Despite the fourth entrée 
“Les Sauvages” already having been added to the ballet-héroïque Les Indes galantes (in 1736), it has no parodical 
parallel in Les Indes dansantes. 
 
171 Favart, Les Indes, 33.  
 
172 Favart, Les Indes, 54. 
 
 62 
 Le Carnaval du Parnasse, with libretto by Louis Fuzelier and music by Jean-Joseph 
Cassanéa de Mondonville, was a ballet-héroïque produced by the Académie royale de musique 
in 1749. Multiple contredanses, not only that recycled by Les Indes dansantes, had been 
composed for the ballet. Two were danced by an ensemble of sixteen gardeners (eight couples) at 
the end of the Prologue.173 A third—musically quite long with variations in major and minor 
modes—concluded the entire ballet.174 This third and final contredanse came on the heels of a 
laudatory air sung by the character Thalie. Accompanied by a chorus representing Le Temps, Les 
Saisons, and les Âges (l’Âge Viril, l’Adolescences, l’Enfance, and la Vieillesse), the muse 
praises darling liberty (liberté charmante) before all the characters join hands in a “leger” 
contredanse.175  
We do not know which of the three contredanses from Le Carnaval du Parnasse was 
reused in Les Indes dansantes, as only the libretto was preserved. Nevertheless, the musical echo 
would have associated the merriment and frivolity of the ballet-héroïque with the Comédie 
italienne parody—and the contredanse with them both. Le Carnaval du Parnasse, according to 
its authors, was designed to give Thalie, Euterpe, and Terpsichore free reign (un champ libre).176 
The ballet united Comedy, Music, and Dance in spectacular display of their unimpeded 
imaginations in order to provide pleasure and amusement to “le Public.”177 It seems that 
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Terpsichore’s and Euterpe’s imaginations inclined towards contredanses. The dance begins and 
ends Le Carnaval du Parnasse. It is the first and last kinetic resort of the corps de ballet and the 
final gesture of the orchestra to please the audience and to assure the success of the spectacle.178 
Moreover, the entire ballet-héroïque was dedicated to Madame de Pompadour, Louis XV’s 
mistress, associating the ballet—and the contredanse—with illicit relationships, unofficial 
liaisons, and libertine companionship as well as royal patronage and the nobility of the arts.  
The other type of spectacle available for viewing at Parisian theaters was social and 
interactive. Paradis de Moncrif described French society as “cette grande scène” where the 
individual debuted in his youth before the discerning ranks of the experienced and inaugurated.179 
Particularly at masked bals publics, the boundaries of the theatrical and societal stages blurred, 
permitting the contredanse to slip easily between the carnivalesque performances of Arlequin 
and Columbine and the carnival-season frolics of the characters’ admiring spectators. The 
societal institution of the bal public, open to any and all paying dancers, had been initiated by 
Louis XIV in 1713, but it was not until Philippe duc d’Orléans, nephew of the king, became 
regent in 1715 that the bal public de l’Opéra became a fixture of Parisian social life.180 At the 
Palais Royal, a machine was installed to raise the floor of the parterre such that it was even with 
the stage, creating a level ballroom space. Chandeliers and mirrors transformed the room into a 
glittering jewel box. Music ricocheted off every wall from the orchestra ensembles playing at 
either end, and an elaborate spread of delicacies served as centerpiece to the entire display.181 
 
178 For a discussion of the importance of concluding a ballet with a contredanse, see Chapter 3 of this dissertation.  
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Like their masked predecessors at court, bals publics at the Opéra were glorious and dramatic 
affairs, offering “[u]ne profusion extraordinaire de raffraîchissemens, les Illuminations les plus 
brillantes, & la liberté la moins contrainte,” (an extraordinary abundance of refreshments, the 
most dazzling lights, and completely unhindered liberty), as Cahusac attested.182  
Financially motivated, the bal public also served as a useful symbol of the more relaxed 
court culture of the Regency and an emblematic representation of the societal shift from inside 
the palatial gates of Versailles to without.183 According to historians Pierre Goubert and Daniel 
Roche, the existence of a regent ruler undermined absolutist political theories, which had 
grounded the monarchy of Louis XIV and aesthetic visualizations of the body.184 To admit that 
the monarchical successor did not inherently and instantaneously assume governing authority 
perforated the image of an immortal, eternal, and perfect kingly body. It obscured the absolutism 
of this ideological and political construct. Likewise, the bal public challenged the cultural 
ascendancy of the court and socially expanded the meaning of “public.”185 Attendees of bals de 
l’Opéra were obliged to pay and to come masked. 186 Without a mask, entry would be refused—
even to the most esteemed members of society. Sarah Cohen writes that masquerade balls “made 
theatrical ‘character’ social by turning every participant into a performer, the performances 
themselves being generated on the spot through the mingling of costumed bodies.” 187 Bals 
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masqués and bals publics also leveled social hierarchies by concealing customary signs of rank 
and identity under masks and typologized disguises.188 The whole social world of the ballroom 
became a sort of theater. As Cahusac remarks, it was a space “pour eux [les gens du monde] où il 
leur étoit glorieux de faire briller leur adresse” (where those of polite society could show off their 
worldly acumen in all its spectacularity). 189 At the bals publics, dancing was a mere pretext for a 
social drama where official identities were concealed and reversed and alternative modes of 
being were purposefully embraced.  
And yet, dancing did occur, albeit perhaps in a very inelegant and unfettered manner. 
Given the larger portion of the population present, public balls had tremendous potential to 
further perfect the art of dancing, Cahusac argued in his treatise on dance history. They could 
serve as an informal school where stakes of performance were much lower than at bals réglés. 
But in actuality, the increased number of dancers—the expanded public—thwarted such 
improvement. Only dancers near the orchestras could respect cadence in their movements; the 
others, scattered around the ballroom, “se heurte[nt], se mêle[nt], se pousse[nt]” (bump up 
against, intermingle, and push one another) headless of musical rhythm.190 Bals publics were a 
reenactment of Roman saturnales or Venetian carnaval, Cahusac sputtered, where dancing was 
an excuse for licentious behavior rather than a beautiful display of corporal artistry and 
decorum.191  
 
188 For example, swords, a sartorial marker of nobility, were prohibited at bals publics. See Semmens, The Bals 
publics, 11. 
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The encyclopedist was not far off in comparing Parisian bals de l’Opéra to Italian 
carnivals. A report in the Mercure de France from 1727 offers a detailed portrait of the integral 
place these balls occupied during carnival season and of the heightened atmosphere of gaiety, 
diversion, and spectacle that characterized them. This year, masquerade theatricals played in the 
streets “pleins de monde, à pied, à cheval, & en carrosse” (full of people, on foot, on horse, or in 
carriages) but were also interspersed with the dancing at bals publics.192 The distinction between 
fiction and “reality” blurred indistinguishably in such spaces of performance, for commedia 
characters from the stage mingled freely with merrymaking socialites, disguised as Arlequin or 
Columbine. But these masquerade theatricals were not the only pleasures enjoyed by the public 
at bals de l’Opéra; so too were the dances themselves. The Mercure remarks that, in addition to 
the customary menuets à deux or à quatre, numerous contredanses for eight, twelve (even 
sixteen!) dancers were danced this carnival season “avec beaucoup de vivacité” (with much 
liveliness).193 Parisian ball-goers seem to have relished the “extrême varieté de pas & d’attitudes” 
(extreme variety of steps and postures) permissible in these contredanses and perhaps also their 
fanciful titles.194 “Les Rats,” “Jeanne qui saute,” “L’Amitié,” “Le Poivre,” “La Silvie,” and “La 
Blonde & la Brune” were but a few favorites of the season, according to the Mercure.  
The contredanse experienced widespread élan among spectators and dancers once the bal 
public became an institution of Parisian society, but its carnivalesque spirit had been present 
since its inauguration on the French stage.195 The source of cultural change that the dance form 
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embodied during this second phase was captured by the libretto of Le Ballet du jeu de Piquet 
(1676)—the theatrical debut of the contredanse—where the characters, dressed as black and red 
playing cards, conclude the ballet-intermède “mêlées confusément & sans suite” (all the suits 
mixed up confusedly).196 The contredanse in early modern France embodied what Cohen has 
described as a universal culture of masquerade.197 Particularly in the eighteenth century, “Paris 
[was] a perpetual carnival,” she remarks, agreeing with Nicolas Boindin’s comedy Le Bal 
d’Auteuil (1702).198 Its societal institutions and social culture were forever questioning, 
concealing, and reversing conventional boundaries of identity. The mixed-up choreography of 
the country dance offered an ideal mode of visualizing the social reversals and hierarchical 
disruptions that characterized comic theater, carnival season, and bals publics. Its choreographic 
liberality went hand in hand with the relaxation of official protocol permitted in these 
performative spaces. Kinetic flexibility and simpler repertoire of steps and figures allowed for 
more spontaneous, unregulated movement. Displacing couples from their starting positions and 
replacing them indeterminately with other couples of differing statuses structurally allowed for 
the mixing and mingling of dancers of different classes and ranks on the dance floor. The 
contredanse was a choreographic “un-homing” impetus, which displaced individuals from within 
existing definitions and paradigms of self and community.199 It moved and repositioned bodies 
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within, even “beyond,” spaces of conventionality in early modern France, creating new spaces of 
alterity and difference. And in these liminal, carnivalesque spaces, visual imagery, kinetic 
energy, and social movement was from up to down, inside to outside, right to wrong.200 
 
La dispute de la contredanse: A Question of Reception 
Alternative socio-cultural ideologies were excusable as long as they were contained 
within unofficial or officially-designated carnivalesque spaces, but when these paradigms of 
being began to impose themselves upon official milieus and structures, friction was generated. 
This was inevitable with the contredanse, even in its domesticated, translated form, for it retained 
an element of the foreign, embodied in its very movement and choreographic arrangements. 
Guilcher proposes the menuet as the visual and kinetic contrast to the contredanse in eighteenth-
century France. Whereas the contredanse bodily enacted the perpetual carnival of society, the 
menuet represented the staid hierarchies of absolutism through its decorum and choreographic 
structures. Guilcher writes: 
l’une—le menuet—prolonge une esthétique déjà ancienne, quitte à masquer 
 toujours davantage sous une grâce étudiée la majestueuse rigueur qu’elle tient de ses 
 commencements. L’autre—la contredanse—respire un esprit nouveau. Elle est jeu, 
 liberté, familiarité et caprice. Le menuet, avec l’ordre classique, va lentement vers sa fin. 
 La contredanse, détenue la veille par une coterie d’avant-garde, commence la conquête de 
 la société française tout entière.201 
 
the one—the menuet—prolongs an already outdated aesthetic, always concealing beneath 
 its studied gracefulness a majestic rigidity that it had possessed since the beginning. The 
 other—the contredanse—is animated with a different spirit—that of playfulness, liberty, 
 familiarity and capriciousness. The menuet, in tandem with the classical order of things, 
 proceeds slowly to its grave. The contredanse, although once relegated to the sect of 
 avant-gardes, embarks on the conquest of all of French society. 
 
200 Mikhail Bakhtin, Rabelais and His World, trans. Hélène Iswolsky (Bloomington: Indiana Univ. Press, 1984), 
370. 
 




Of course, such a tidy division as Guilcher describes between the contredanse and the menuet 
and between the aesthetic and ideological values that each incarnated is unlikely. Julia Sutton 
proposes that a hybrid menuet-contredanse, an “English minuet,” actually existed in early 
modern France, in which the steps of the menuet were coupled with a typical country dance 
structure.202 Such a dance form, if it did appear frequently enough to be recognizable to 
eighteenth-century dancers as distinct from both the menuet and the contredanse, does not merit 
enough attention or description in dance manuals of the period to classify it as a separate dance 
genre or type. Sutton’s suggestion must remain such as it is—a suggestion—and although 
Guilcher’s view may be too naively binary, particularly in its distinction of embodied ideologies, 
it does echo eighteenth-century texts that contrasted la belle danse with the contredanse. 
Guilcher highlights a rhetorical war waged by dancing masters and enthusiasts of the danse 
noble who defended a Louis quatorzien ideal of the body (and the body politic) against the new 
socio-political and aesthetic paradigm of the contredanse. Their writings, as those responsible for 
the choreographic scripting and graphic notating of dance, ultimately represent responses to the 
question of translation. How much of a “scandal” should the country dance be allowed to cause 
as the translated contredanse in French society? How much of its foreignness should be 
permitted for novelty’s sake and how much should be masked and manipulated by the 
unthreatening language of familiar conventions and acceptable forms?    
 Pierre Rameau, whose 1721 manual Le Maître à danser is regarded as one of the 
foremost authoritative sources on French dance styles from the eighteenth century, 
straightforwardly set forth the socio-political and ideological stakes of dancing. France prided 
 
202 Sutton, “André Lorin’s Manuscripts,” in Dances for the Sun King, 6-7. 
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itself on the cultivation and practice of dance forms that would preserve bodily dignity and 
decorum, he insisted, but the contredanse was not of this sort.203 First, contredanses are tedious: 
“c’est toûjours les mêmes figures” (It’s everlastingly the same old figures).204 Yet, more than 
entertainment and diversion were at risk. The introduction of the contredanse represented a threat 
to the painstaking efforts of dancing masters and, indeed, of Louis XIV himself to perfect the art 
of dance. Heretofore, a scrupulously curated and scripted repertoire had adorned the ballroom 
and the theater. La belle danse was the result of decades of meticulous refinement, carefully 
documented by the recent innovation of choreo-notation (such as Lorin’s, Beauchamp[-
Feuillet]’s, and Favier’s).205 In contrast, Rameau declared that the steps of country dancing were 
not “assurés” (pre-determined) and that rather than perfecting the body, as la belle danse did, the 
contredanse “tourment[ait] le corps” (contorted the body), inspired “plusieurs attitudes qui ne 
sont point dans la bien-séance” (several postures which are not in accord with an elegant 
bearing), and—horror of horrors!—caused one to “taper des pieds comme des Sabotiers” (to tap 
one’s feet like a cobbler).206 Contredanses bred confusion (think of the bals publics) among the 
dancers on account of the absence of rules and altogether lacked the taste and decorum that was 
necessary to please both dancers and spectators.207  
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 Two years after Rameau’s manual appeared, Jacques Bonnet, self-identified “ancien 
p[ayeur] des gages du Parlement,” wrote his Histoire générale de la danse sacrée et prophane, 
which he dedicated to the regent Philippe d’Orléans.208 Like Rameau, Bonnet was devoted to the 
purposes of dance as a means of perfecting the individual and the collective French body. He 
advocated its use as a means of achieving the personal dignity and social harmony that 
hallmarked classical Antiquity, ancient cosmology, Judeo-Christian morality, the uncorrupted 
state of Nature—and, of course, Louis XIV’s monarchy. The contredanse, however, stood in 
opposition to such cultural and socio-political aspirations. Bonnet bewailed the departure of 
“danses nobles & sérieuses” (noble and serious dances) from the ballroom; in their stead, 
contredanses, which possessed neither “gravité” nor “noblesse,” had been substituted, paving the 
way for more grotesque styles of dancing such as “des danses baladines” (calisthenic dances) to 
also be permitted at balls and assemblies.209 “[L]es plus fameux Maîtres de Danse répugnent 
aujourd’hui à montrer à leurs Ecoliers les contre-danses, qui n’ont que le caprice pour tout 
principe” (The most famous dancing masters today shudder to demonstrate contredanses to their 
students, where capriciousness is the sole guiding force), he asserted.210 Bonnet even went so far 
as to list the culprit-contredanses by name: “La Jalousie,” “Le Cotillon,” “Les Manches vertes,” 
“Les Rats,” “La Cabarretiere [sic],” “La Testard [sic],” and “Le Remouleur [sic],” among 
others.211 And who was responsible for introducing some of these contredanses to France but 
 
208 Jacques Bonnet, Histoire, title page. Philippe, duc d’Orléans, would die in December, 1723, and although I have 
not been able to ascertain the precise date that Bonnet’s Histoire appeared, his dedicatory letter would seem to imply 
that the Regent was yet living.  
 
209 Bonnet, Histoire, 134.  
 
210 Bonnet, Histoire, 136-37.  
 
211 Bonnet, Histoire, 134.  
 
 72 
André Lorin himself, the dancing master who proclaimed the ability and glory of dance—
including the contredanse—to “perfectionner [le] corps?”212  
 Rameau and Bonnet were not alone in their denunciations of the contredanse. Over the 
course of the eighteenth century, critics only became more vehement and derogatory in their 
remarks. The Observateur des spectacles, paraphrasing ballet master Jean-Georges Noverre, 
compared contredanses to a “spirale sans fin.”213 Jean-Baptiste-Louis Gresset also alluded to 
dizzying repetitions and disordered calisthenics when he described the esprit parisien (one 
among the city’s many other licentious qualities) as “une lassante contredanse/ De sauts-
périlleux & de mots” (a tedious contredanse/of dangerous leaps and words).214 A song included 
in the Amusements rapsodi-poétiques of 1773 was even more descriptive: 
 Chacun s’amuse à sa maniere 
 Et languit sorti de sa sphere. 
 Certain ordre dans le plaisir 
 Paroît au peuple l’affoiblir. 
 Pour que soit riante une fête, 
 Il faut qu’il crie & qu’il tempête : 
 Le bacanale & le fracas 
 Dans lequel il prend ses ébats, 
 Sont vraiement dans son caractere. 
 C’est là qu’il se donne carriere : 
 Tout autre seroit ahuri 
 Dans ce bruiant charivari. 
 Les rigaudons, les contredanses, 
 Des gens ivres les conférences 
 Forment un tumulte infernal 
 Qui du Diable est le tribûnal.215 
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 Each one amuses himself as he pleases 
 And grows lethargic when not in this world. 
 To maintain some order in the midst of pleasure 
 Seems to diminish its force, according to the people. 
 In order for a party to be truly fun, 
 It must shout and rage: 
 The chaos and the fracas 
 Amidst which it does its business, 
 Are really its true essence. 
 It’s there that it flourishes: 
 Anything less would be a shock 
 In this noisy charivari. 
 The rigaudons, the contredanses 
 The drunkards, the arguments, 
 Create a hellish tumult 
 That’s the courtroom of the devil himself.  
 
Ridicule of and direct attacks on the contredanse in the eighteenth century are consistent in their 
evocations of the dance’s reprehensible qualities. The repetition of the figures and the simplicity 
of the steps rendered the contredanse tedious, tiring, and laborious, yet the lack of structure 
permitted a liberty of movement bordering on libertinage. Contredanse participants allowed their 
bodies to whirl, leap, and fumble about, giving rise to interactive encounters and a sociable 
culture that encouraged inappropriate contact, illicit feelings, and promiscuous behavior across 
rank, class, and gender. Gambades, frolics, noise, and confusion were introduced kinetically into 
the ballroom atmosphere through contredanse steps, figures, and gestures. Thus, in tandem with 
excoriating social satire, low-life, “Grub Street” literature and comic theater of the eighteenth 
century also exploited the bodily and metaphoric leitmotifs of the contredanse.216 Dramatically 
exaggerated and avowedly fictive, these writings nonetheless illuminate the societal purposes 
and attraction of the contredanse in eighteenth-century France—however much denounced by 
dancing masters of the period.  
 
216 For a discussion of the Grub Street literary world in pre-Revolutionary France, see Robert Darnton, The Literary 
Underground of the Old Regime (Cambridge, Mass.: Harvard Univ. Press, 1982).  
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For example, the novel Angola, histoire indienne by Jacques Rochette de la Morlière 
claims to be an “ouvrage sans vraisemblance” (a work without verisimilitude) but can easily be 
interpreted as a (thinly disguised) mimicry and critique of ancien régime court society.217 In the 
second part of La Morlière’s story, which parallels the plot of La Belle au bois dormant, the 
prince Angola attends a bal masqué where he hopes to meet Luzéide, a woman he knows only 
from her portrait. He has been informed as to how she will be costumed at this ball and so, after 
spying a similarly attired lady dancing the contredanse “Le Carillon de Dunkerque,” he steps in 
behind her in order to gain the opportunity of speaking with her and persuading her to unmask.218 
Pleasantries and coy flirtation pass between the two dancers before the scene shifts into a more 
earnest and intimate exchange of seduction and spite. The contredanse in this scene allows, 
enhances, and even arouses human passions and interpersonal interactions that would be 
discouraged, if not impossible, in the staid environment of court hierarchies and elegant, sérieux 
dancing. Its free and simple movements and its ability to incorporate multiple dancers lent it to 
the gay and festive atmosphere—and to the disorder and libertinage—of scandalous novels, of 
comic parodies, and of bals publics.  
The unfettered freedom and open exploration of individual desire enjoyed by La 
Morlière’s characters was not wholly fairytale. On the contrary, it visualized (even if it 
fictionalized) a release from former political and social paradigms. It championed alternative 
patterns and modes of human interaction and organization that eventually predominated not only 
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in dance practice and performance but in society at large. 219 Guilcher interprets the unimpeded 
accrual of contredanse popularity during the eighteenth century as the eager embracing of 
Enlightenment-era ideologies. The contredanse “répond à un besoin de l’époque” (satisfies a 
need of the era), he writes; it visualized a socio-political atmosphere “où la solennité…cède de 
plus en plus au plaisir sans contrainte, où la règle compose avec la fantaisie et le caprice, 
l’étiquette avec la liberté de rapports sociaux assouplis” (where solemnity…gives way more and 
more to unfettered pleasure, where principles as well as whims and fancies set the tone, and 
where liberty slackens the social structures that protocol put in place).220  
 Did Lorin foresee the spiral of choreographic disintegration or the cultural hegemonic 
sabotage which he introduced to Louis XIV’s court with the contredanse? In his first manuscript, 
the dancing master stipulates that he gathered only the most beautiful of the English country 
dances.221 In the second, rededicated manuscript, he insists that he eschewed collecting country 
dances which merely distinguished themselves by their novelty. Rather, he took pains to perfect 
(rendre plus parfaites) those country dances that were already foremost in aesthetic appeal ([les] 
plus belles).222 He introduced specific footwork (pas) in order to assure orderliness and kinetic 
harmony in the contredanses and, ultimately, to refashion them in “la maniere françoise” (the 
French manner).223 This required purging them of the “bizaurerie” and the “diversité” which 
accompanied the English prerogative to choose steps according to one’s “fantaisie.”224 Lorin’s 
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sole intent was to amuse the French court, not to undermine the “génie” of French identity or the 
bodily perfection represented by the danse noble. His aspiration was to augment the variety of 
diversions available to a nation “qui est naturellement portée à la diversité des plaisirs” (which is 
naturally inclined to a myriad of pleasures).225 In choosing the contredanse, however, as modality 
of amusement, Lorin counteracted his noble efforts. In the wake of his innocent efforts to amuse 
the noblemen and women of France came a tempest of divertissement that, as we have seen, 
could quickly disintegrate into unrestrained pleasure and passion. In the chaotic glitter of masked 
bals publics or in the topsy-turvy worlds of comic theater and whimsical opéra-ballet, the spirale 
sans fin of the contredanse threatened to spin out of control. But to restrain and re-train the 
dancers, the choreography of the contredanse itself would have to be rewritten. Given that its 
translation through space had manifested its potential for cultural change most readily and 
threatened the status quo, it would be through manipulating and reappropriating the movement 
and space-making of the dance form that the contredanse would be once again domesticated. The 
re-translation would emphasize the transformation of its choreography.   
 
The Contredanse: Phase III 
 No work more vividly documents and visualizes the third translational phase of the 
contredanse than the Répertoire des bals, ou Théorie-pratique des contredanses of Sieur de la 
Cuisse. After several decades of unscripted dance practice, the Répertoire, printed in 1762, 
offered a successor to Lorin’s notated manuscripts and Feuillet’s recueils. Like Feuillet, de La 
Cuisse addresses his manual to a socially and geographically diverse readership, acknowledging 
the accumulated popularity and prevalence of the dance form in French society. Parisians and 
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provincials, masters and novices—“tout le monde” is assumed to be among his reading-dancing 
public.226 Unlike Lorin and Feuillet, however, de La Cuisse intends his guidebook more for those 
“qui ignorent la Théorie de l’art de la Danse, ou qui n’en ont que des notions superficielles” 
(who ignore the theory of the art of dancing, or who only have a superficial understanding of it) 
than for those who have already been trained in the art form.227 Dames and cavaliers; young 
people and their parents; dancing masters and students; spectators watching and figurants 
dancing, all are invited to learn to the contredanse and to take part in the creation of the dance 
form.  
 In opening up the process of learning the contredanse, however, de La Cuisse also opened 
up the choreographic structure of the dance itself. There was consequently a chance that the 
uninstructed, amateur reader-dancer would become confused and bumble the transposition of 
written manual into bodily movement. He might incorrectly translate the contredanse. Yet, to 
forgo the effort was unacceptable. De La Cuisse denounces the “indolence” of dancers who 
merely walk through the figures of contredanses. Their lackluster performance impinges upon 
the capability of others to truly dance.228 This, in turn, leads to “trouble [et] désordre” and to a 
palpable “confusion” within the set.229 One’s personal ignorance—of the steps, figures, music, or 
performative customs of the contredanse—had an immediate impact on the pleasure of one’s 
fellow dancers and the non-dancing spectators, such that a fracas could even break out because 
of how displeased the latter were by the chaos they beheld. De La Cuisse could not ascribe to 
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such free-wheeling choreographic autonomy, but neither could he readily deny the “more the 
merrier” mentality that accompanied the dance form, particularly at bals publics where there was 
a need to accommodate more dancers at once. Yet how could he instruct his reader-dancers in 
the translational methods that turned knowledge into performance, written text into corporal 
action, inanimate typography into living breath? Was it even possible to avoid the confusion that 
accompanied transposing dance from practice to page and page to practice?  
 Feuillet had attempted to resolve this problem with an elaborate system of dots, lines, and 
squiggles—all strung together to create a dazzling, semiotic tableau. The dancers were 
pictographically either “homme” (man) or “femme” (woman) in his choreographies: a demi-
circle or a demi-circle with another inside (see Figure 1.3). Pathways, articulations of the feet 
and hands, and chains of steps became interconnected arrows, dashed lines, and segmented bars 
in his manual. To copy and transpose paper into movement, Feuillet explained that the reader-
dancer always ought to keep the guidebook in “sa situation naturelle” (its natural position), that 
is, with the top of the page oriented to the top of the dance space (the head of the set, i.e. la 
présence).230 The dancer rotated the manual as he spun about the room, superimposing the 
written text onto his body. De la Cuisse, however, thought that written descriptions of steps such 
as Feuillet had provided were altogether unhelpful and, in fact, only caused further confusion for 
the reader-dancer. It was best to learn steps directly from a dancing master without the 
intermediary of a text.231 And steps must be learned. Sheer kinetic ignorance was not acceptable, 
for without knowledge of the steps, the dancer would either forgo them altogether or invent an 
individualized, eclectic substitute. The contredanse would devolve into an out-of-cadence 
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promenade, devoid of any taste or regularity. “[Les danseurs] paroissent plutôt se promener que 
danser et croyent en faire asséz que de suivre le chemin de la figure: par cette indolence, 
(empruntée du bon ton) ils empêchent les autres figurans d’aller en mesure et ne peuvent pas, 
eux mémes, faire à tems les mouvemens de la figure.” ([The dancers] appear to be promenading 
rather than dancing and believe it sufficient to merely follow the path of the figure: by this 
indolence [artificially borrowed from good taste], they prevent the other dances from being in 
time to the music and cannot, themselves, perform the movements of the figure in cadence.)232 
  But this nearly-moral insistence on choreographic rigidity did not preclude dedication to 
choreographic simplicity, and here, de La Cuisse based his version of the contredanse more on 
the work of its English inventors than its French translators. The short, contained list of steps in 
the Répertoire is more reminiscent of Playford’s single-page table of characters (compare 
Figures 1.1 and 1.4) than Feuillet’s copious symbolism in the Chorégraphie. It reduced the vast 
range of country dance motions (“tellement variées,” “en si grand nombre”) to a succinct set of 
movements.233 But although visually organized in a Playfordian manner, the six steps chosen by 
de La Cuisse are far from the English dancing master’s elementary single or double. Rather, he 
takes as his building blocks for the contredanse the codified kinetic lexicon of the belle danse. 
He borrows the language of Feuillet and Lorin to rewrite their translations. As a homing step, de 
La Cuisse chooses the pas de gavotte and compliments it with le balancé, le chassé (both used 
by Lorin), la pirouette, le contretemps, and le rigaudon. These six steps are selected and 
arranged in any given contredanse according to rhythmic demands, spatial necessity, and the 
logic of enchaînement, or choreographic progression. The pas de rigaudon and pas de 
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contretemps each occupy two measures of music. The pas de chassé can only move from side to 
side. Within each step category, stylistic and compositional variations are possible (a pirouette 
can be single or double; a pas de rigaudon can be finished with an assemblée or an entrechat), 
but it is not the whimsical caprice of the dancer that determines the choice. There is a rationale, 
musical and choreographic, which underlies the seeming diversity.  
 The Répertoire also documents two additional choreographic revisions and translational 
nuances to the country danse. First, the longways set predominant among Playford country 
dances and Feuillet-Lorin contredanses gives way to a contained square. Two versions of the 
contredanse are now lexically distinguished in eighteenth-century writings: the contredanse 
anglaise (or simply l’anglaise, according to German dancing master Charles Pauli) and the 
contredanse française (which Pauli synonymized with the cotillon).234 This latter version is that 
envisioned by de La Cuisse. Furthermore, the dancing master organizes the contredanse into a 
nine-part structure, alternating between the “figures” specific to each individual dance and a suite 
of “tours” or “reprises” associated with the genre as a whole. Superficially, the new nine-part 
contredanse might resemble a USA-style (or Early Playford Formula) country dance: where a 
standard series of three reprises (up-a-double, siding, and arming) punctuates a varying 
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contredanse française was for eight dancers. The contredanse anglaise, by contrast, allowed for an infinite number 
of couples (p. 67-70). De La Cuisse remarks upon “anciennes contredanses,” which bored the dancers with their 
endless repetition, and “les nouvelles,” which were extremely varied and short. The former would seem to imply the 
English, columnar form of the dance that repeats the same figures until all couples have performed them whereas the 
latter would better describe the cotillon-like square formation where the couples perform numerous figures a limited 
number of times (De la Cuisse, Le Répertoire, 5-6). There were also German contredanses (contredanses 
allemandes), which Richard Semmens qualifies by their musical diversion from French and English versions: 
dancing in a German contredanse does not begin on the anacrusis (weaker beat) but rather after it (Semmens, 
“Branles,” 55). The right to equate the contredanse with the cotillon—and with the quadrille—has been contested by 
dance historians. See Guilcher, La Contredanse, 73-85, for an introduction to this terminological debate. Sharp and 
Conté also offer opinions. See Conté, Danses anciennes, 30, 165; Sharp, The Country Dance Book, Part I, 11; Sharp 
and Oppé, The Dance, 26. See also Pauli, Eléments, 65-72.  
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assortment of additional figures. The de La Cuisse contredanse marks a precedent, however, as 
well as an evolution. It is a derivation that terminologically hearkens to a French predecessor and 
an English original but eschews immediate, choreographic succession. In other words, the de La 
Cuisse contredanse is a faithful translation in name but not in movement. After 1762, the 
contredanse in France is a square dance—a quadrille—unless it is specifically designated as a 
contredanse anglaise and associated with the “old” style of performance. As the dancing master 
Dezais explained in his recueil, the contredanse had been reduced and subjected to the rules 
(réduire sous les règles) of French choreographic notation.235  
 A reduced repertoire of steps, acknowledgedly only learnt from a master; a contained set 
of four couples; an unalterable nine-part structure—the contredanse in de La Cuisse’s skillful 
hands is in no ways an expression of spontaneous movement to music. Under the guise of a 
return to essentials—rescuing the dance form from the disrepair into which it had fallen—the 
French dancing master tethers the free-spirit of the country dance and augments its 
choreographic elementariness. It is now a hybrid dance form that masquerades as a culturally-
authentic (and, therefore, culturally-innocent) translation. In pretending to be less elite—de La 
Cuisse is writing to tout le monde, the ignorant public in a gesture of charitable aide—he limits 
the availability of the dance form. Only the instructed are capable of properly dancing a 
contredanse and only a few may perform it at any given time. The contredanse of the Répertoire 
appears more markedly French than ever before, and yet it is essential to consider not only de La 
Cuisse’s choreographic treatment of contredanse steps—the vehicles of movement—but also his 
consideration of its figures—the movement of dancers through space. Here, in the moving-ness 
and space-making of the dancers as they transform one formal pose into another, a sense of 
 
235 [Jacques] Dezais, Recüeil de Nouvelles Contredanses mises en Chorégraphie […] (Paris, n.d.), iii, Gallica. 
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autonomous community and collectivity as well as an aura of playful spontaneity is retained. 
Reading between the lines of de La Cuisse’s manual, the descriptions and illustrations of the 
contredanse reveal a second narrative, that of the performance of the dancing bodies, which 
echoes previous translations of the contredanse and its country dance origins more forcefully 
than an initial skim of the text would imply.  
 To explain the figures of the contredanse, de La Cuisse once again eschews the notational 
systems promoted by Feuillet and Lorin, but he also forgoes his own solution of in-person 
lessons (as he insisted upon with contredanse steps). Instead, he opts for vernacular elaborations 
that will be accessible to the notationally- and choreographically-illiterate dancer. His 
descriptions are lengthy, but simple. Moreover, he solicits the complicity of the imagination of 
the reader-dancer in order to fully realize his “manière aisée” (easy manner) of apprenticeship. 236 
De La Cuisse’s method of learning figures is less static and textual than that of Lorin or Feuillet 
and more “démonstrativ[e];” it can be easily learned by any member of the public—no dancing 
master required.237  
 De La Cuisse’s treatment of contredanse figures is also more theatrical and performative, 
more in keeping with the masquerade atmosphere of eighteenth-century Parisian society. In the 
Répertoire, he mandates that reader-dancers “assume a persona:” they must choose a character 
with whom to identify and then “follow” that character through the figural diagrams transcribed 
on the page. The figurines populating de La Cuisse’s paper dance sets are not Lorin’s elegant 
cavaliers and dames but rather a commedia dell’arte cast in hieroglyphic form (see Figure 1.3). 
Arlequin and Arlequine are the designated first couple of the set (represented by triangles), 
 
236 De La Cuisse, Le Répertoire, 6.  
 
237 De La Cuisse, Le Répertoire, title page.  
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Polichinelle and Gigogne the second (circles), Pierrot and Pierrette the third (squares), and a 
Paysan and Paysanne the fourth (St. Andrew’s cross). If additional dancers are required to 
execute the contredanse in question, then four additional sets of shapes (crescents, hash marks, 
stars, and fleur-de-lis), representing eight bourgeois ladies and gentlemen, are added to the 
picture.  
 By role-playing as Arlequin or Pierrette, the reader-dancer would animate the 
iconographic personas of the Répertoire and transpose writing into performative movement. 
Involving the entire body in the process of transcription and translation, the reader-dancer would 
follow a character about the dancing space and corporally trace (tracer) the pictorial contredanse 
figures onto the ballroom floor.238 She would enact the writing to free it from the literary text and 
transform it into movement. Ultimately, she would cease to translate and begin to dance in a 
space beyond the manual, beyond even the liminality of the transposing and translating process.  
 It was in this space apart, completely detached from the written text, that the contredanse 
could be “opened up” and the reader-dancer could appropriate its language to speak for herself, 
making dance the primary and not the secondary text and allowing her movements to reconfigure 
images and hierarchies of power and social relationships. The written text of the Répertoire 
dictated an art of bodily control and careful social interaction, yet the presence of the dancers 
contested the manual’s discursive authority. In the spirit of true comic reversal, de La Cuisse 
undermined his own project. Although attempting to institute order amongst chaos, his theatrical 
methodology of study handed the performance of the contredanse over to the reader-dancer, to 
the Arlequins and the bourgeois, to the public. He allowed the dancing body to read and interpret 
the contredanse form for itself. 
 
238 De La Cuisse, Le Répertoire, 7.  
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  Therein lies the transformational power of dance, for the bodies of the dancers disrupt 
the totality and illusion of the representation and question the very text they perform. The 
contredanse of mid-eighteenth-century France shrouded the structural originality of the country 
dance in the choreographic language of the danse noble, but the dancers, in typical commedia 
fashion, could reverse the translation such that French appearances yet performed an English 
essence. The visual “undid” the written, so to speak. 239 The presence and movements of the 
reader-dancers offered a bodily alternative to the rhetoric and choreographic repertoire of de La 
Cuisse’s Répertoire and, by extension, to the kinetically-restrained paradigm of social 
hierarchies and centralizing authority that had influenced and informed it. 
  In this way, the contredanse in eighteenth-century France was carnivalesque. It was 
negation, yet not absolutely.240 The double translation of choreography from danced movement 
to notation, and notation to danced movement, resulted in a performance of ambiguity and 
ambivalence. 241 The figures of the contredanse and its use of space could be rambunctious and 
involved the totality of the dancer’s body. They encouraged social reconfigurations and an 
egality of movement that evoked an English pastoral utopia where lords and ladies danced 
happily alongside servants and yeomen. Nonetheless, the choreographic transformation and 
 
239 Mark Franko, “The King Cross-Dressed: Power and Force in Royal Ballets,” in From the Royal to the Republican 
Body, 66-67. Although describing the phenomenon of travesty roles in burlesque court ballet, Franko’s 
understanding of the inherent duality of bodily and written texts in dance and the potential for the visual to counter, 
rather than reinforce, the verbal applies equally to the contredanse, particularly in the socio-political and rhetorical 
contexts of de La Cuisse’s Répertoire. 
 
240 Bakhtin, Rabelais, 410-12.  
 
241 Bakhtin, Rabelais, 473-74. Ultimately, Bakhtin seems to commit the same reductionism that he critiques by 
allowing the ambivalence of the carnivalesque, embodied in the popular voice, to become the definitive victor in the 
discursive “battle” waged between official and unofficial language His conclusion, most likely conditioned by his 
own historical circumstances, was that the people’s voice, the unofficial discourse, was, in fact, the true discourse—
in this way, the unofficial becomes somewhat “official” as definitive judgement of truth. Nevertheless, his critique 
of reductionist readings of the carnivalesque as outright revolt still holds and is particularly important to socio-
historical readings of dance. 
 
 85 
transposition of the country dance at the hands of French dancing masters ensured that any denial 
of noble precedents would dissipate in a ludic atmosphere. The reader-dancers of de La Cuisse’s 
Répertoire frolicked across the pages as commedia characters and were even permitted to bring 
these playful capers to life while dancing a contredanse at an Opéra ball, but their freedom was 
restrained by domesticated choreographic structures and forms. Whatever alternative and 
unofficial ideology the contredanse enacted in eighteenth-century France, its carnivalesque 
performance effectively erased and concealed any ostensible potential for change. 
 
The Contredanse: Phase IV 
 The spirit of comic playfulness and choreographic theatricality, which de La Cuisse 
captured in his explanations and illustrations of the contredanse, came to define the French 
variant of the country dance in the second half of the eighteenth century. It bore the marks of 
domestication and translational re-choreography in its restrained shape, sequential structure, and 
repertoire of footwork, but the frolicsome nature and sociable potential of the dance could 
always be sensibly perceived. This manifested during the last decades of the ancien régime in the 
unbounded appetite for contredanses among the dancing public. The popularity of the dance 
form was “portée à l’excès” (excessive) and “si générale” (widespread), the editor of the 
Annonces, affiches et avis divers announced. 242 Thousands of new choreographies, explained in 
plain language and accompanied by simple music, rolled off the printing presses. Any dancer 
literate in French who could afford the price of an eight-page pamphlet—or who was within 
letter-writing distance of someone who could—would now be able to learn the latest dances and 
practice them at home without the assistance or intervention of a dancing master. De La Cuisse’s 
 
242 Livres nouveaux, Annonces, affiches et avis divers (Paris), June 2, 1762, 86, Gallica. 
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rhetorical and visual acknowledgement of more ordinary participation in the contredanse set 
(commedia actors and pay-your-way bourgeois) was assuming real dimensions.  
 This may have been, in part, due to an initiative taken by de La Cuisse himself. In 
addition to borrowing choreographically from Feuillet for his Répertoire, he revived his 
predecessor’s economic project of printing serial recueils and proposed to regularly print small 
ensembles of six contredanses each.243 Purchased together, the price would be set at one pound 
four sous, or if the dance choreographies were purchased individually, a mere four sous. De La 
Cuisse seems to have anticipated the increase in public demand that would follow this easy 
availability of dance instruction—quickly taxing his personal creative energies—so he called 
upon his fellow dance inventors to contribute to his project of developing and disseminating the 
contredanse. “[N]ous prions Messieurs les Maitres de Danse, ou les Amateurs de communiquer 
au Sieur De la Cuisse Maitre de Danse…les Airs et Figures de celles qu’ils composeront à 
l’avenir” ([W]e ask Messieurs the Dancing Masters, or the Amateur [choreographer] to send to 
Sieur de la Cuisse, Dancing Master…the airs and figures of those [contredanses] that they will 
create in the future), he requested. 244 Any dancing master, anywhere and of any level of expertise 
who invented an original combination of music and movement, was to send his creation to de La 
Cuisse, and the latter would publish it, being sure to mention the author’s name.  
 In order to provide these new choreographies as quickly as possible and to better serve 
the interests of the “Public dansant qui est très-nombreux” (dancing public, which is very 
numerous), late eighteenth-century dancing masters avoided complicated Beauchamp-Feuillet 
 
243 De La Cuisse, Le Répertoire, 7.  
 
244 De La Cuisse, Le Répertoire, 8. 
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notation.245 Like de La Cuisse, they adopted simple descriptions and elementary, illustrative 
imagery in their creations. This choreographic simplicity served another purpose, however. With 
so many different contredanse configurations rolling off the printing presses, it was impossible 
for the reader-dancer to remember them all. Dancing masters Perrin and La Hante insisted that 
the public, “[q]ui, lorsqu’il est au Bal, doit s’amuser & non pas étudi[er]” (which, when 
attending a ball, should have fun and not study), ought not be required to “employer tout le 
temps à des répétitions ennuyantes” (spend all their time tediously practicing), such as would be 
necessary with overly-complicated instructions.246 An anonymous contributor to the Affiches du 
Poitou agreed. Before attending a public ball, the dancer ought to diligently study contredanse 
choreographies either at home or with a dancing master, so that when a particular dance was 
announced, ignorance of the steps and figures would not lead to “un désordre d’autant plus 
désagréable que ce sont des instans perdus pour le plaisir” (a disorder all the more disagreeable 
because these are precious moments of pleasure lost).247 Chaos and confusion ought not to 
interfere with fun.  
 This acknowledgement of the dancer’s presence and her role in the performance and 
animation of the dance manual, coupled with the involvement of dancing masters everywhere, 
opened up the culture of the contredanse in France. No longer the safeguarded hold of royally-
sanctioned académiciens and masters, the contredanse was the creation of any body, regardless 
of proficiency. It reinstated the English tradition of the dancer-choreographer, diversifying and 
democratizing the dance itself and the social community it assembled. Simplicity of notation and 
 
245 Livres nouveaux, Annonces, June 2, 1762, 86-87. 
 
246 Livres nouveaux, Annonces, June 2, 1762, 87. 
 
247 “Lettre à Mademoiselle ***,” Affiches du Poitou, no. 51, Dec. 24, 1778, 214, Gallica.  
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step repertoire allowed choreographies to be circulated with ease, and unrestricted access to 
printed manuals materially enabled the development of a widespread, national dancing culture. 
This cultural translation of the contredanse in eighteenth-century France might best be conceived 
as a sort of “transformission,” to borrow Anne Coldiron’s terminology. Translation as 
transformission reads literary differences as cultural “symptoms, or…keys to understanding the 
encounter with alterity that any given translation witnesses and represents.”248 It is not static but 
“in-motion,” where the visible markers of “variation and variant” in print become “important 
signs of cultural intervention.”249 Through the lens of transformission, textual nuances and 
discrepancies in contredanse choreographies and manuals become signs of transformative 
change, transposing the dance through textuality, movement, and culture.  
 The culture of contredanse performance in late eighteenth-century France is visually and 
materially present in choreographic collections from the period. Although pretending to some 
degree of dignity by promising to have been danced by the queen (“tel qu’il se danse chez la 
Reine” was a fairly common subtitle), these contredanse recueils attest to the tension between 
pleasure and pandemonium that haunted the ballrooms where they were danced. The rushing 
rhythms of the music, the breathless exertions of the dancers, and the feverish ambiance of the 
dancing space nearly leap off the pages in the brevity of the descriptions, the inconsistency of the 
spelling and grammar, and the whimsical sketches filling the white spaces. Some dancing 
masters and publishers took to calling these choreographic assortments pot-pourris (a term 
equally denotative of hodge-podge stews and of agglomerations of street-side tunes) on account 
 
248 Anne E.B. Coldiron, “Translation and Transformission; or, Early Modernity in Motion,” Canadian Review of 
Comparative Literature 46, no. 2 (June, 2019): 210.  
 
249 Coldiron, “Translation,” 213. 
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of their slap-dash nature. Granted, the urgency to provide new contredanses in time for the balls 
of carnaval could lead to printing oversights. Even de La Cuisse acknowledged this in the 
second edition of his Répertoire, but as befit a dancing master anxious to control the charivari of 
the contredanse, he took the time to correct them. 250 Other dancing masters, such as Landrin, did 
not. 251 Landrin’s cursory attention to formatting, appearance, and content visualizes the 
contredanse culture of late eighteenth-century France. Each of his seventeen Pot Pourri françois 
des contre-danse ancienne tel qu’il se danse chez la Reine contains nine contredanses, but one 
must not look past the title page for evidence of undistinguishing popularization and of cursory 
regard for performative precision or elitist refinement (Figure 1.5).  
 First, one notices the advertised price of twelve sous. Ordinarily, a leaflet containing the 
choreography and music of an individual contredanse sold for four sous, but here Landrin offers 
nine for a third of the price. One might call these pot-pourris a “dance bargain” given that most 
other eighteenth-century collections of contredanses sold for upwards of a livre (twenty sous). 
Immediately below the selling cost is the first of several engravings that adorn Landrin’s pot- 
pourris. In the majority of the recueils, this cover-page etching is of a crown, supported by a 
flowering vine entwined with a violin, a recorder, and a sheet of music. Later volumes in the 
series display a winged globe wearing a crown that is decorated with three fleurs-de-lis—clear 
 
250 De La Cuisse, Le Répertoire, 26.  
 
251 The Landrin responsible for assembling and printing the seventeen contredanse recueils bearing the series title of 
“pot-pourri” may be Pierre-André Landrin, who was active in Paris as a music publisher and dancing master during 
the second half of the eighteenth century. Most likely, he was related to the nineteenth-century, Paris-born American 
dancing master Pierre Landrin Duport who authored several collections of country dances and cotillons for U.S. 
audiences. “Pierre-André Landrin (1727?-1793),” BnF Data, Bibliothèque nationale de France, rev. Sep. 22, 2020, 
acc. Dec. 15, 2020, https://data.bnf.fr/fr/17840950/pierre-andre_landrin/; Kate Van Winkle Keller, “Duport, Pierre 
(Peter) Landrin,“ Grove Music Online, online ed. May 28, 2015, acc. Dec. 15, 2020, Oxford Music Online. 
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allusions to the French monarchy and, equally, a nod to the playfulness and whimsy that 
accompanied the contredanse in practice and performance.  
 De La Cuisse had chosen a similar set of visual thematics. As noted above, he used tiny 
commedia figurines to depict the dancers of a contredanse set, evoking joviality and theatricality. 
But he also included pictorial references to a pastoral utopian ideal by adorning his volumes with 
an Arcadian frontispiece and a title page outlined in sweeping festoons (see Figure 1.6).252 
Landrin’s engravings for the pot-pourris likewise harmonize frivolous gaiety and bucolic 
idealism and reinforce the association of both ideological references with the French contredanse 
and its performance (see Figure 1.5). Although more modest than those in de La Cuisse’s 
Répertoire, the drawings on the covers of Landrin’s collections and those within depict a 
whimsical and fanciful world far away from the elegant society and precise protocol of royal 
ceremonies and the danse noble. Bugs, seashells, hothouse flowers, and dog houses all appear on 
the pages of the pot-pourris. Often, they are unrelated to the specific dances listed and gesture 
towards a general atmosphere of ludic fantasy, cultural escapism, and dynamic movement. For 
 
252 It would be difficult not to associate Saint-Aubin’s Le Bal champêtre d’Auteuil, an engraving that was provided 
gratis to collectors of Le Répertoire, with Nicolas Boindin’s comedy Le Bal d’Auteuil (1702) and the comic 
dramatic tradition. In the two electronic versions of de La Cuisse’s Répertoire accessible to me, this frontispiece is 
not included, but the dancing master makes mention of it in the second edition of his manual (De la Cuisse, Le 
Répertoire, 28). This is most likely on account of the fact that the frontispiece was provided by the printer to 
customers who purchased all of the sequential volumes of the Répertoire. A catalogue of the works of Gabriel de 
Saint-Aubin connects this engraving with the artist (See Emile Dacier, L’Oeuvre gravé de Gabriel de Saint-Aubin: 
Notice historique et catalogue raisonné [Paris, 1914], 101, Google Books), and indeed this is quite logical as Saint-
Aubin was responsible for the other engravings included with de La Cuisse’s manuals. The most likely extant work 
is an etching c. 1761 that the Musée du Louvre lists as being in the manner of Jean-Baptiste Huet (Gabriel Jacques 
de Saint-Aubin, after Jean-Baptiste Huet, Le bal d’Auteuil, 1761, etching, Musée du Louvre, 
https://art.rmngp.fr/fr/library/artworks/gabriel-jacques-de-saint-aubin_le-bal-d-auteuil_eau-forte_1761). The 
Museum of Fine Arts in Boston holds a copy of the same etching and affirms without qualification that it is the 
frontispiece of de La Cuisse’s manual (Gabriel de Saint-Aubin, Le Bal d’Auteuil, 1761, etching, 
https://collections.mfa.org/objects/167134). It is interesting to compare this drawing with the painting Bal champêtre 
by Saint-Aubin, executed around the same time. The title of the painting has been translated into English as Country 
Dance and interpreted as a composite or ideal projection of pastoral balls held at Auteuil and at other sites of public 
entertainment peripheral to Paris and Versailles (See Emily A. Beeny, “The Country Dance,” Collection: J. Paul 




example, to accompany the contredanse “Les Quatre Sœurs” in Landrin’s seventh pot-pourri, the 
reader might anticipate a lovely engraving of four young girls. Instead, one is greeted by an 
Ottoman, or Indian, archer seated upon his horse (see Figure 1.7). Or, consider the imagery in the 
thirteenth pot-pourri. On the sixth page, the staff lines marking the final bars of music for the 
dance “L’Espagnolette” give way to a wide-eyed hen, seated vigilantly upon a mound of hay (see 
Figure 1.8).253 Such images of poultry and exotic warriors hearken to the foreign otherness of the 
contredanse as well as its rural, “common” genesis. They bring these thematic associations into 
the cultural world of the French contredanse and into its presentation and performance in late 
eighteenth-century society.  
 The names of the contredanses in Landrin’s pot-pourris similarly eschew any absolute 
pretension to cultural refinement or elegant comportment and reinforce an association with the 
English origins of the dance form as well as with its French performative environment. Prior to 
the arrival of the contredanse, most French choreographies avoided overly fanciful or whimsical 
titles. Danses nobles were identified by their musical genre (gigue, menuet, etc.); the number or 
names of dancers or dedicatees (i.e. “Passepied à quatre” or “Menuet de la Reine”); the inventor 
(“La Musette par Mr Pécour”); or, in the case of a ballet choreography, the characters involved 
(“Entrée de paysan”).254 Landrin’s naming tendencies in the pot-pourris, however, are both 
playful and formal in their socio-cultural allusions and affiliations: “Le Cotillon” and “Les Petits 
ballets” dance alongside “La Boulangère” and “Les Biscuits.” These more comic and 
commonplace evocations are fully in keeping with precedents established in early modern 
 
253 Landrin, 13e Potpourri françois des contre-danse ancienne tel qu’il se danse chez la reine (Paris, n.d.), 6-7, 
Gallica. Landrin spells the dance “LexPaGnollêtte” or “Lexpagnollette.” 
 
254 Examples of names are drawn from lists included in Francine Lancelot’s La Belle Dance: Catalogue raisonnée 
fait en l’An 1995 (Paris: Van Dieren, 1996). See her Index 3 “Index des titres,” 388-94. 
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collections of country dances and contredanses. For example, in Playford’s manuals, one 
encounters dances such as “An Old Man Is a Bed Full of Bones” or “Jack Pudding.” In Dezais’ 
Recüeil de Nouvelles Contredanses mises en Chorégraphie, the dances are given such amusing 
titles as “Madame Robin,” “L’Empereur dans la lune,” and “Les Folies d’Isac [sic].”255 The last 
dance may have been a winking nod towards Monsieur Isaac, the celebrated dancing master of 
the English royal family, who came to France in order to instruct Louis XIV’s court in country 
dancing. The title of the dance inverts the formality and elegance associated with Isaac’s career 
and his work. Instead of imitating the names given to his danse noble-style choreographies (such 
as “The Friendship” or “The Rigadoon Royal”), “Les Folies d’Isac” pays homage to the English 
dancing master’s complicity in introducing the non-noble country dance to French dancing 
circles—and makes fun of its own foppish choreographic tendencies. 
 French and English dancing masters also adopted the habit of using country 
dance/contredanse titles to allude to socio-political circumstances and contemporary culture 
beyond the referential sphere of dancing itself.256 These names reinforce the complexity of the 
dance form—comingling French and English, court and countryside, restraint and libertinage, 
mythic classicism and commonplace divertissement. “La Fontaine de Jouvence,” “L’Ancienne 
Dauphine,” “Les Cornes,” “La Coquette,” and “L’Anglaise américaine” are but a few of the titles 
to be found in manuals from the period, attaching a cultural, historical, or ideological allusion to 
the dance form.  
 
255 Dezais, Recüeil, 62, 149, 157. 
 




 By way of illustration, consider the contredanse “La Fitz-James,” included in Landrin’s 
eighth pot-pourri but also printed in numerous other collections from the period. If Landrin’s 
eighth recueil appeared in 1775 (as indicated by the Bibliothèque nationale notice), then this 
particular contredanse may have been created to commemorate the promotion of Charles de Fitz-
James, fourth duc de Fitz-James, to maréchal de France on March 24, 1775. Or, it may have been 
intended as a playful game of associations, linking the frolicking and free-form movement of the 
contredanse with the libertine reputation of Jacques-Charles, fifth duc de Fitz-James, and with 
the inconform past of the entire family (James Fitz-James, first duke of Berwick, was the natural 
son of James II). Another popular contredanse, listed in Landrin’s sixth pot-pourri, was 
“Madelon friquet.” This was likely a reference to an earlier dance “Madelon friquet payhisans” 
that had been choreographed to an air from André Campra’s L’Europe galante (1698).257 The 
allusion to a peasant-style character dance performed on the theater stage may have been 
intended as a double acknowledgement: of the English origins of the country dance genre and of 
its structural enactment of a social utopia, far removed from elitist court hierarchies and the 
exclusivity of ballroom danses à deux such as the menuet.  
 Another indication in Landrin’s pot-pourris of the popular nature of the contredanse (and 
the dancing master’s haste to meet it) is the lack of grammatical precision and orthographic 
consistency in the collections. The title given to the collections alone—Pot Pourri françois des 
contre-danse ancienne tel qu’il se danse chez la Reine—demonstrates several syntactic errors. 
Inflectional agreement is neglected between the substantive “contredanse,” which is singular, 
 
257 For a discussion of this earlier peasant-character dance, see Linda Tomko, “Positioning Peasants,” in Structures 
and Metaphors of Baroque Dance: Proceedings of the Conference at the University of Surrey Roehampton, 1-9, 




and the indefinite article “des,” and between the feminine “contredanse” and the subject pronoun 
“il.” As for the spelling of the names of the dances, Landrin’s pot-pourris are often self-
contradicting and in contradistinction to other manuals of the period. For example, the 
contredanse “Le Carillon de Dunkerque” appears as “Le Carillon d’un Rerque” and as “Le 
Carillon dun Rer que” in Landrin’s fifth recueil—both which become linguistically meaningless 
in this unattended orthographic state.  
 As for the instructions given for each contredanse in Landrin’s manuals, the descriptions 
of the figures are abbreviated, minimalist, and occasionally unintelligible. Continuing with the 
example of “Le Carillon de Dunkerque,” the choreographic explanation reads thus: 
 1….Quatres en avant les 4 faces 
 2….chassé Croisé sans rigodon et avos places 
 3…..frapé 3 fois des pied apres des main en moulinet en rond et avos places 
 4…..Contre partie dutout pour les 4 autres258 
 
This is the extent of the information given. A novice dancer would be forced to wonder what 
exactly is meant by “en moulinet” or “en rond” or which couplings of dancers constitute the 
“quatres” and the “4 autres.” Is this the first couple and their neighbors (second couple), then 
third couple and their neighbors? Or first and third couples followed by second and fourth? Or 
women, then men? 
 Without supplemental information, the reader-dancer would be at a loss as to how to 
execute “Le Carillon de Dunkerque,” but Landrin’s basic instructions indicate where the missing 
details can be located and learned. One notices in the fifth pot-pourri that “Le Carillon de 
Dunkerque” is marked as “pour les 2 main [sic].” In fact, each of the nine contredanses included 
in the recueil are numbered and assigned to one of the “tours,” or “reprises,” that had been listed 
 
258 [Pierre-André] Landrin, 5e Potpourri françois des contre-danse ancienne tel qu’il se danse chez la reine (Paris, 
n.d.), 3, Gallica.  
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by de La Cuisse several years previous in his Répertoire.259 Moreover, the order of the reprises 
given in Landrin’s pot-pourris is exactly the same as that in de La Cuisse’s manual. There is 
figural consistency across the decades in the contredanse form. The foundational movements—
the specific ways of space-making and power-shifting that the contredanse encouraged—remain 
constant despite the cultural opening-up which occurred as the dance form was translated, 
transformed, and transmitted. 
  This continuity was ensured by the body of the dancer herself. In necessitating that the 
reader-dancer be acquainted with contredanse conventions from previous decades to flesh out 
dances such as “Le Carillon de Dunkerque” and to perform them appropriately, Landrin 
positions the dancer’s body as a lynchpin. Linking dance practices together across time, the body 
of the reader-dancer guarantees that the specific ways of space-making of the contredanse remain 
unchanged. Where Lorin builds upon and expands de La Cuisse’s translation of the contredanse 
is in the realm of culture. The egalitarian community and democratic participation suggested in 
earlier versions of the contredanse (in carnivalesque performances at the theater and Opéra balls, 
in all-encompassing addresses to the “public,” and in commedia and bourgeois iconographic 
dancers) takes on an additional, material dimension. Landrin’s translation practically opens-up 
the culture of the contredanse to all dancers, for they must actively engage in the creation of the 
dance form. The dance is “incomplete” as it exists on the page. In its inanimate, paper state, it is 
neither truly dance, nor a finished, notational translation of dance movement. It is a text where 
certain words, phrases, even entire paragraphs are missing and where meaningful potential is 
only realized and realizable in and through the dancing body.   
 
259 De La Cuisse, Le Répertoire, 25-26. These were “le rond,” “la main droite,” “les deux mains,” “les quatre dames 
en moulinet,” “les quatre cavaliers en moulinet,” “les quatre dames en rond,” “les quatre cavaliers en rond,” 
“l’allemande,” and “le grand rond.” 
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 With the end of the ancien régime, the contredanse passed through yet another series of 
translative, transformative changes, but the choreographic and ideological shift was so drastic 
that one could hardly call it the same dance. The reprises that had been the foundation of 
Landrin’s and de La Cuisse’s versions of the contredanse (“Le Rond,” “La main droite,” etc.) 
were re-arranged into a new dance form, composed of six or seven permanent figures. 
Contemporary sources attest to the connection between the eighteenth-century contredanse and 
the nineteenth-century quadrille. 260 For example, in his 1834 dance manual, the celebrated 
danseur of the Paris Opéra Albert describes the quadrille as a suite of old and new contredanse-
like figures: some were residual from the previous century (“en avant quatre,” “la chaîne des 
dames,” “le moulinet,” and “le grand rond,” for instance), and others were original creations, 
with movement more varied than that of their eighteenth-century predecessors. 261 This set of 
figures was performed in a tightly-enclosed square, made up of four couples who danced 
independently of all other dancers on the floor. In other words, the “openness” of the contredanse 
closed in on itself to become the quadrille.  The decentralization that the dance form had 
incurred and spurred as it was translated through language, space, movement, and culture in the 
eighteenth century became a new center, as demanding in its pull as the présence of the kingly 
body had been for the danse noble. Dancers in a quadrille no longer looked up and out at one 
 
260 Sharp concludes that the quadrille evolved from the contredanse française, specifically, as its choreography was 
manifestly different than that of the country dance/contredanse anglaise. Sharp, The Country Dance Book, Part I, 
11. Sharp and Oppé, The Dance, 26; A Scottish dance manual of 1822 confirms the reversal of the cross-Channel 
trajectory of the country dance, stating that the French contredanse had come to the British Isles as the quadrille. 
Alexandre Strathy, Elements of the Art of Dancing; With a Description of the Principle Figures of the Quadrille 
(Edinburgh, 1822), 95 (fn.), Library of Congress.  
 
261 Albert, L’Art de danser à la ville et à la cour, ou Nouvelle Méthode des vrais principes de la danse française et 
étrangère […] (Paris, 1834), 64-65, Gallica. 
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another and into the dance space but concentrated their energy on “what was beneath them”; the 
movements of their own feet and legs.262  
 By the early nineteenth century, the longways, English country dance, which had so 
captivated the ladies of Louis XIV’s court, was nearly unrecognizable as the quadrille. The 
square of the latter, made up of an unchanging ordering of figures was very different 
choreographically from the endless column of the country dance, where dancers moved up and 
down the line in varying arrangements of steps and shapes. By means of a translational process 
over the course of the eighteenth century that hinged on the involvement and influence of 
agential bodies—dancing master and dancer alike—the spatial orientation and configuration of 
the contredanse had shifted from the one to the many to the very few. Minimally-detailed 
instructions, such as those in Landrin’s pot-pourris, conferred upon the reader-dancer the ability 
and possibility to determine the execution of the dance form for herself. The learning method 
advocated by de La Cuisse, where one identified with an iconic figure and traced the character’s 
steps on the floor, democratized who qualified as a dancer. And at the carnival-season bals 
publics of the Opéra or the comic opera performances of the théâtre de la foire, the dancers of a 
contredanse set participated, actually or fictionally, in the re-choreography of social images and 
relationships. The collective spirit of the country dance had manifested as the reading-dancing 
public of the contredanse and had, in turn, danced itself right out of its own collectivity in the 
quadrille. The differences in structure among these three distinct, albeit interrelated, dance forms 
suggest differences in sensible meaning as embodied by the forms. In this chapter, we have 
emphasized the transformission and translation of dance and the potential for cultural change 
embodied in shifting movement and transposition through space. In the next chapter, we will 
 
262 Foster, Choreography, 164.  
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explore more in depth the type of meaning that dance choreographically and structurally signaled 
in eighteenth-century France and how the meaningfulness of the contredanse, in particular, 
performed societal and sociable meanings as well. 
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CHAPTER 2: THE SOCIABLE CONTREDANSE 
 
Introduction 
 In early October 1758, a publicized letter slipped onto the shelves of Parisian booksellers. 
Browsers may have thumbed through the text upon recognizing the author Jean-Jacques 
Rousseau, a controversial philosophe who had entered the world of letters when he won the prize 
of the Académie de Dijon eight years previous. Provoked by a particular article on his home-city 
of “Genève” in the seventh volume of Denis Diderot and Jean le Rond d’Alembert’s 
Encyclopédie, Rousseau had responded in an equally public manner. His epistolary diatribe 
contrasted starkly with the tone of the article: a series of observatory and seemingly impartial 
remarks on Geneva and its people. But the encyclopedist’s personal opinions intruded upon his 
authorial objectivity at two moments, once to praise the Genevan clergy and twice to recommend 
the construction of a public theater. Rousseau interpreted this latter suggestion as a social and 
moral threat to Genevan stability. If a licensed theater were to appear within city limits, the 
customs, values—even the very identity—of the citizens would surely be compromised.  
 What begins as Rousseau’s defense of Genevan socio-political customs gradually 
transforms into a manifesto on the essence of spectacle: is it a diversion for passive spectators or 
the performance of society itself? Ultimately, Rousseau’s harsh criticism of professional theater 
belies a deeper respect for all activities inspiring and necessitating interpersonal interactions that 
emulate and embody idealized, societal values; these performances of collectivity are themselves
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the real spectacle, pleasing both to view and to enact.263 “[R]assemblez-y le peuple,” Rousseau 
cries, “et vous aurez une fête” (Gather the people together and you will have a fete).264 He 
continues: “Faites mieux encore: donnez les spectateurs en spectacle; rendez-les acteurs eux-
mêmes; faites que chacun se voie et s’aime dans les autres, afin que tous en soient mieux unis.” 
(Or, better yet: let the spectators be their own spectacle; let them act out themselves; make each 
citizen see and love himself in his companions, so that the bonds between them are even 
stronger.)265 Rather than employ a troupe of professional comédiens to divert Genevan citizens, 
Rousseau argues that the people themselves can and should play the roles of “actor” and 
“spectator,” transforming the practice of being-together into a performative act that takes place 
upon the “stage” of society.266 
 Collective participation and engagement are what distinguish—even moralize—forms of 
entertainment for Rousseau. The isolated man is the most wicked of all because he retreats into 
himself and does not share with his fellow citizens what is his most freely to give—his heart and 
his mind. “Le plus méchant des hommes est celui qui s’isole le plus, qui concentre le plus son 
cœur en lui-même; le meilleur est celui qui partage également ses affections à tous ses 
 
263 Timothy M. Costelloe reads Rousseau’s vision for spectacle, articulated in the Lettre à d’Alembert, as an 
aesthetic mirror of his socio-political ideals. Costelloe, “The Theater of Morals: Culture and Community in 
Rousseau’s Lettre à M. d’Alembert” Eighteenth-Century Life 27, no. 1 (Winter 2003): 52–71; Jacques Berchtold, 
Christophe Martin, and Yannick Séité take the idea one step further, hypothesizing that the concept of spectacle 
haunts all of Rousseau’s writings. Berchtold, Martin, and Séité, ed., introduction to Rousseau et le spectacle, (Paris: 
Armand Colin, 2014), 7–13.  
 
264 Jean-Jacques Rousseau, Lettre à d’Alembert, ed. Marc Buffat (Paris: GF Flammarion, 2003), 182. English 
translations for all French citations, including those from Rousseau, in this chapter are mine unless otherwise noted. 
 
265 Rousseau, Lettre à d’Alembert, 182. 
 
266 Total synonymity of “actor” and “spectator” via the body can only occur in community. In isolation, there is no 
one to see and, most importantly, no one by whom to be seen. For Rousseau, this is what distinguishes a virtuous 
and ideal spectacle from a corrupted one—an idea treated by Joseph Harris in Chapter 7 of his book Inventing the 
Spectator, 198–222.  
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semblables.” (The most unkind of men is he who isolates himself the most, who hides his heart 
deep inside; the best of men is he who shares his affections equally with all of humanity.)267 
Thus, theater is condemned because it obscures the spectators from one another, hiding them in 
the shadows of its poor lighting. Rousseau discredits compelling narratives, elaborate costumes 
and sets, and trained performers not from an ascetic despisal of societal diversions but rather 
from a profound estimation of their social nature. His harsh criticism of playhouse theater belies 
a deeper respect for collective activities including, and perhaps especially, simplistic and 
elementary forms of spectacle and merry-making because they foster interaction among the 
citizenry and model Rousseauian republican values: sincere self-expression, unimpeded liberty, 
and familial unity and affection. By redirecting the gaze of the people so that they observe 
themselves and become observers of their own performance, Rousseau creates a sociable 
ceremony that sacralizes and reinforces virtues at the core of Genevan republicanism and the 
Enlightenment Republic of Letters.  
 One manifestation of societal spectacles seems particularly beautiful to Rousseau: dance 
and the “assemblées qu’elle occasionne” (the communities that it creates).268 He can see no 
reason why certain of his contemporaries find fault with this sociable practice and rather 
discovers in dance all that is honest and good. Rousseau gives no name to the festival dance that 
he describes in the Lettre à d’Alembert; he lauds an unclassified and unadorned circle dance. It is 
choreographically simple (anyone might learn it) and inclusive (everyone who wishes may 
participate) so that all attention is directed not to the steps and figures or to the competency of 
the dancers but rather to the sociability of dancing and the performance of collectivity. Young 
 
267 Rousseau, Lettre à d’Alembert, 173. 
 
268 Rousseau, Lettre à d’Alembert, 184. 
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lovers and elderly sages, upstanding citizens and their gentle wives, join hands together in a 
unifying chain of movements. The circularity of the dance turns the gaze of the dancers inward 
so that they observe their own performance, obliging them to be their own spectators. Rousseau 
narrates the dance from the point of view of a spectator; yet, unlike his fellow citizens, he does 
not also participate. Hence, what he grasps is the visual display and representation of ideal 
sociability in dance; he is limited (ironically) to its spectacular, visual—“theatrical”—dimension.  
 Nevertheless, the dance only exists in the transitory moment of the dancers dancing and 
interacting with one another. Perhaps unknowingly, Rousseau is attracted to dance not because 
of what it is (he is not praising any one particular dance form) but because of how it comes into 
being and how it kinetically embodies the values of his idealized, Genevan society: authentic 
self-expression, unimpeded liberty, collective unity, and egalitarian reciprocity. Like playing a 
game, the process of dancing—being together and interacting with other members of a group in 
preset ways—creates a self-defining and autonomous community whose values are reflected in 
the very act of creation itself.269 The dancers are occupied with observing the performance of 
their neighbors and partners and responding in a meaningful manner, with navigating a series of 
movements that simultaneously unite them and liberate them from those outside. It is not 
Rousseau’s external gaze that consecrates their dance as sociable but the visual and kinetic 
reciprocity and interactivity of the dancing itself.   
 To assign importance beyond an individual’s pleasure to an ordinary social dance marked 
an ideological break from past conceits of the purpose of dance. The outright attribution of socio-
political significance to a cultural practice that was customarily categorized either as mere 
diversionary spectacle or as gesticulated narrative perhaps even more so. Indeed, even ballet, 
 
269 Georg Simmel, “Sociologie de la sociabilité,” trans. Isaac Joseph, VRBI, no. 3 (March, 1980): CIX. 
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which had often been used to present or to re-present embodied political messages or images of 
monarchical authority and hierarchical order, would not be inscribed with overt semiotic and 
signifying potential until the second half of the eighteenth century and then not without fierce 
debate. Thus, celebrating social dance as the epitome of human sociability and republican virtue 
enunciates a perspective unique in several ways. To begin, it situates dance at the intersection of 
society, sociability, and signification. It posits dance as sociable practice and diversionary 
performance rather than confining it to one domain or the other; the dancers are both actors (i.e. 
participants) and spectators (observers). They are invested bodily, sensorily, and cognitively in 
the production of what is both a simple expression of the self and an expression of the 
foundational values of the collectivity. The decision to dance—or to advocate that others 
dance—is made because there is an awareness not of what the dance itself might represent (using 
the body as its “voice”) but what the body demonstrates while dancing.   
 Furthermore, Rousseau’s dance resembles neither of two of the choreographic forms 
most prominent in French theaters and ballrooms of his day. It is clearly not an entrée de ballet, a 
precise sequence of movement intended to capture some mythological or allegorical theme, nor a 
staid danse grave such as the menuet or the courante that displayed the physical prowess of two 
or three dancers before the critiquing gaze (or self-absorbed inattentiveness) of a host of 
spectators. Like the theater, such dances would impede total participation and dichotomize the 
actor/spectator relationship that Rousseau sought to harmonize in the body of the citizen. Rather, 
he deliberately lauds an unclassified and unadorned circle dance—a dance in its most elemental 
and “popular” form—so that all attention is directed not to the choreography or to the 
competency of the dancers but rather to the social spectacle and the “performance” of 
collectivity. The significance of dancing thereby shifts from the individual movements to the 
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movement of the individuals. The steps mean nothing to Rousseau. There is no unique, linguistic 
meaning inherent to a pirouette or a cabriole. And yet, steps do cause bodies to move and 
interact in particular ways. It cannot be any and every form of dance that is capable of vehicling 
Rousseau’s ideal community fete because how the dance is constructed—the patterns formed by 
its movements—organize the dancers into a specific type of community. A choreography more 
“common” and “communal” in its structure than that of a danse à deux—a circle dance or a 
longways contredanse, for instance—would stimulate modes of interaction corresponding to the 
deeper sociable and socio-political values of Rousseau’s ideal collectivity.270  
 The understanding of the way that association, visibility, and participation foster and 
create a community and a collective identity in Rousseau’s Lettre à d’Alembert images the spirit 
of sociability that infused the long eighteenth century.271 The public that he idealizes coalesces 
not by any authorizing statute or socio-political pact but by the act of associating, by mutual 
engagement in an activity that encourages interaction and confers upon the actors a particular 
status and identity. In other words, interaction is what ultimately transforms an unassociated 
group of individuals into a particular type of community.272  
 
270 See Figures A.1 and A.2 as visual references of these contrasting dance formations. 
 
271 The views on sociability that Rousseau expresses in the Lettre à d’Alembert are somewhat contrary to those that 
he expresses in other writings. Daniel Gordon has narrated this alternative perspective of Rousseauian sociability 
and has even posited it as the primary reason for his rupture with other philosophes of his day. Thus, it is important 
to stipulate that my reasons for using Rousseau are not for Rousseau’s sake; his authorship of this anecdote 
associating dance and sociability is essentially irrelevant to the argument at stake here, for the assumptions 
concerning dance and sociability that underlie his rationale are loudly echoed by other writers on dance and 
sociability, as I will demonstrate. See Chapter 2 “The Language of Sociability” in Gordon, Citizens without 
Sovereignty: Equality and Sociability in French Thought, 1670-1789 (Princeton: Princeton Univ. Press, 1994), 43-
85. 
 
272 This is not to ignore the role that Rousseau confers upon governing authorities in facilitating public interactions 
and public festivities. He champions state support of citizen affairs and sociable interactions precisely because he 
sees the worlds of society and politics as symbiotic rather than antagonistic. Sociability ought to reflect republican 
values, and the republic can encourage such values by undergirding displays of sociability. See Rousseau, Lettre à 
d’Alembert, 185-86. 
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 More recent writers and scholars have capitalized on this idea, leading to the theorization 
and interpretation of sociability as a sociological and historical concept rather than a mere 
anthropologic phenomenon. For example, Georg Simmel, one of the first to consider sociability 
in this light, writes: 
 …de même tout se passe comme si l’impulsion à la sociabilité distillait, à partir des 
 réalités de la vie sociale, l’essence pure de l’association et du processus associatif comme 
 valeur et comme satisfaction. Et c’est ainsi que se constitue ce que nous appelons 
 sociabilité au sens étroit…C’est que la « bonne forme » n’est que l’auto-définition 
 mutuelle, l’interaction des éléments par laquelle se fait une unité, et, puisque dans la 
 sociabilité les motivations concrètes liées aux buts que nous nous assignons dans la vie 
 font défaut, c’est la pure forme, le libre jeu de l’interaction des individus entre eux, qui 
 apparaissent d’autant plus nettement et produisent des effets d’autant plus grands.273 
 
 …so also the impulse to sociability distils, as it were, out of the realities of social life the 
 pure essence of association, of the associative process as a value and a satisfaction. It 
 thereby constitutes what we call sociability in the narrower sense. It is no mere accident 
 of language that all sociability, even the purely spontaneous, if it is to have meaning and 
 stability, lays such great value on form, on good form. For “good form” is mutual self-
 definition, interaction of the elements, through which a unity is made; and since in 
 sociability the concrete motives bound up with life goals fall away, so must the pure 
 form, the free-playing, interacting interdependence of individuals stand out so much the 
 more strongly and operate with so much the greater effect.274 
 
Simmel analogizes this impulsion à la sociabilité to two other “impulses” that he describes as the 
impulsion artistique and the impulsion ludique. All three are fundamental urges that compel 
human beings to create an artistic object, to invent a practice, or to form a community because of 
the pure enjoyment that they derive from the process of producing and not merely from the final 
production.275 According to Simmel, art, play, and sociability possess no end in and of 
 
273 Simmel, “Sociologie,” CIX-CX.  
 
274 Georg Simmel, “The Sociology of Sociability,” trans. by Everett C. Hughes American Journal of Sociology 55, 
no. 3 (Nov., 1949): 255. I will be working from the French translation of Simmel’s work, but I will include the 
official English translation of longer quotations from Simmel’s work in this dissertation as will be necessary. 
Nevertheless, I do not always agree with translator Everett C. Hughes on his choice of words and the sense that he 
gives to Simmel’s writing, and so for shorter passages, I will give my own translations 
 
275 Simmel, “Sociologie,” CIX. 
 106 
themselves; it is the path taken that gives each of these abstractions its significance. This “purity” 
of process is what, in turn, renders a “pure form;” the form is in the becoming and the becoming 
is itself the form. The sense of totality or completion that accompanies art, play, or sociability is, 
in truth, a transient climax to a torrent of movement. French historian Daniel Roche has directly 
applied this sociological paradigm to studies of eighteenth-century French society. He argues 
that the sociability of the Enlightenment and its practices must be understood not as a hierarchy 
of rigidly-defined structures but as a fluid, moving network of human interactions orchestrated 
by identifiable practices, spaces, and material objects.276 Pierre-Yves Beaurepaire states it 
forthrightly: “Sociability needs to be conceived as networks.”277 
 In eighteenth-century France, dance’s sociable—and the constituent ludic and artistic— 
dimensions were presupposed, if not always articulated. With the concession that absolute 
coherence or uniformity in dance is chimera given its inherent existential dependence upon 
human bodies and human wills, the spaces and purposes that occasioned its performance in 
eighteenth-century society can roughly be classified according to these three qualities.278 Dance 
was performed as artistic spectacle (think of court ballet and even ceremonial bals du roi), as 
transgressive play (masquerades and divertissements in comic operas), and as sociable activity 
(public balls and assemblies, “meta-theatrical” dance scenes in plays or novels). This 
malleability of purpose stems from an innate malleability of form. Dance depends upon an 
intricate “network” of relationships operating at numerous levels. There is the interaction of the 
 
276 Roche, France, 7. I will be citing the English translation here instead of the original French as the later edition is 
currently unavailable to me. 
 
277 Pierre-Yves Beaurepaire, “Sociability,” in The Oxford Handbook of the Ancien Régime, ed. William Doyle 
(2011), Oxford Handbooks Online. 
 
278 Overlap of these “categories” must also be assumed, for the three dimensions overlap in sociability itself. Dance 
that is sociable is also artistic and ludic, and dance that is art or a game of some kind will have latent sociable 
potential. 
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parts of the individual dancer’s body: her head, arms, torso, and legs as she moves, gestures, and 
observes her surroundings. There is the interaction of the dancers through choreographed figures 
and non-choreographed glances, body language, or verbal conversation as well as that of the 
dancers with the abstractions of time, space, and music. Finally, there is the interaction of the 
dancers and their audience, their spectators. Dance is inherently relational, eternally in 
movement and in flux; it is always becoming what it intends to become yet never confines itself 
to or defines itself by the achieved form. Thus, dance is inherently sociable, and its sociability—
or more precisely the mode of sociability that it fosters—is determined by the foundational 
network of interactions woven by the movements themselves.  
 This, too, Rousseau understood. It was not the most traditional nor the most spectacular 
dance that captivated his imagination and ratified his construct of participatory theatricals. It was 
a couple dance and a dance for many couples; it was a dance that displayed a jubilant and 
celebratory spirit and echoed the rhythms and spontaneity of Nature. The branle was a traditional 
French circle dance that engaged numerous couples, but by the mid-seventeenth century, it had 
been refined and subsumed within the genre of the danse noble. By contrast, the contredanse, a 
French linguistic and choreographic translation of the English country dance, was at the height of 
its popularity when Rousseau published his Lettre à d’Alembert and was known for its collective, 
frolicking, and carefree spirit.279 It is impossible to know exactly what type of dance the 
philosophe had in mind when he described his fete, but the contredanse, as a prominent social 
dance in eighteenth-century France, offers an excellent illustration of the sociable potential and 
significance that he ascribes to dance in general. 
 
279 For an analysis and description of the historical evolution of the branle, see Semmens, “Branles.” For that of the 
contredanse, see Chapter 1 of this dissertation. 
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 Deconstruction of the choreographic structure of the contredanse uncovers the specific 
type of sociability embodied therein. The immediate community created through the elemental 
physicality of the dance and the sociable qualities reflected in its movements and gestures 
influenced the creation of a collectivity that operated at a less perceptible level. This second 
manifestation of the sociability of the contredanse cultivated a community that developed 
through consciousness and cognition, complementing the tangible and corporeal interactions of 
the immediate community—the “set” of dancers. The first level of sociable community 
corresponds best perhaps to Rousseau’s peuple. It is literal and bodily, and it assimilates dancers 
in such a way that their individuality is never entirely erased. Then there is the more elusive 
community that was articulated by dancing masters as they addressed prospective dancers and 
assembled them into the anonymous, but influential, public—a public whose identity 
transcended that of its individual members.280 This public existed regardless of whether the 
members physically came together in a set. Merely learning how to perform the contredanse or 
even desiring to learn was sufficient to inaugurate one into this second sort of sociable 
community. Nevertheless, because founded upon the sociability of the movements themselves, 
the sociability of contredanse readers and learners resembled that of the performing dancers. 
Both were governed by the rules and principles embedded in the choreographic structure of the 
dance. At both levels of community, the contredanse promoted a “new politics of sociability” (to 
borrow Dena Goodman’s words) that contrasted with the politics of sociability embodied in 
other social dances of the ancien régime: equality and reciprocity, rather than absolute authority 
and rigid hierarchization, scripted interactions and expectations of behavior in the contredanse.281 
 
280 See below for a discussion of the use of the term public in French dance manuals of the eighteenth century.  
 
281 Dena Goodman, The Republic of Letters: A Cultural History of the French Enlightenment (Ithaca: Cornell Univ. 
Press, 1994), 5. 
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Thus, the contredanse in eighteenth-century society signified more than a physical and visual 
novelty, more than a growing public of aspiring reader-dancers. It alluded to an entire network, a 
Republic of Dancers, which—like its literary and intellectual counterpart—operated within the 
realm of pure sociability yet was not entirely devoid of socio-political significance. 
 
Towards a Definition of Sociability 
 “Sociability,” “society,” “the public,” and “the Republic of Letters” are terms laden with 
historical and historiographical significance; their enunciation immediately inscribes them within 
a world of colorful and controversial connotations. To appropriate such terms in a study of the 
contredanse is not to erase other lexical and ideological associations; nonetheless, the 
particularity of how each term ought to be understood within this project must be defined. The 
advantages and insufficiencies of each must be explained, especially in light of other scholarly 
uses of these words and phrases. For example, although multiple similarities allow for an 
analogization of the Republic of Letters and the network of sociable relationships centered 
around dance that I shall describe here as the Republic of Dancers—more, in fact, than there are 
limitations—one must first fix upon a definition of the Republic of Letters before this 
comparison can be of any use. What were the values of the Republic of Letters? What was its 
agenda and guiding tenets in eighteenth-century France and how did these manifest as actual 
practices?  
 The Republic of Letters began as an ideological construct that originated within French 
intellectualism of the Renaissance period but claimed heritage in ancient Greece and Rome.282 By 
the mid-eighteenth century, it had taken a slightly different form and was the possession of the 
 
282 Gordon, Citizens, 6. See also Goodman, Chap. 1 in The Republic, 12-52, and Anne Goldgar, Impolite Learning: 
Conduct and Community in the Republic of Letters, 1680-1750 New Haven: Yale Univ. Press, 1995), 2, 5.  
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philosophes, a “class” of men who had acquired prominence and recognition by means of 
intellectual merit and acumen rather than rank, birth, or financial qualification. Yet if these men 
were the driving force of the eighteenth-century manifestation of the literary republican spirit, 
they were not its only members. Indeed, the Republic of Letters owed a great deal of its structure 
and strength to the social circles, skills and savoir, and pecuniary support of the nobility—and 
specifically to noble women—but also to influential members of the bourgeoisie. Brian Cowan 
describes this varied culture of the Republic of Letters as “the many sociabilities of the middling 
sorts…as well as those of aristocratic and courtly circles.”283 This diverse assortment of leading 
actors was united by and through certain principles, foundational to the ideal of the Republic 
itself: equality, reciprocity, collective consensus, and willing participation.  
 In the Republic of Letters, the realization and acquisition of republican virtues depended 
upon one’s ability to interact with others according to prescribed rules and upon one’s mastery of 
the means by which these interactions occurred, namely spoken and written conversation. 
Indeed, the Republic of Letters was a world centered around the “text” in its most loosely-
defined sense: written texts that could be read, dissected, analyzed, debated, and circulated as 
well as oral and bodily texts that manifested not via page and ink but speech and gesture. These 
less literal and literary texts were as valid a form of cultural currency within the Republic of 
Letters as their bookish counterparts and were equally “read,” interpreted, translated, and 
contested. They were presumed to signify as much as any piece of writing, leading to much 
theorization on the nature of language and the semiotic potential of the voice and the body. For 
instance, Etienne Bonnot de Condillac argued that the creation of a language stemmed from the 
 
283 Brian Cowan, “Public Spaces, Knowledge, and Sociability,” in The Oxford Handbook of the History of 
Consumption, ed. Frank Trentmann (Oxford: Oxford Univ. Press, 2012), 251-52, Oxford Handbooks Online.  
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arbitrary assignation of names to things via the repetition of sounds and physical gestures. He 
asserted that, historically, conversation was “soutenue par un discours entremêlé de mots et 
d’actions” (undergirded by a discursive conglomeration of words and deeds).284 Texts—in all 
their forms—spurred conversation, but conversation signified more than momentary dialogue, 
the transitory exchange of texts. To converser was to truly “live with” and to live together, to 
share in speech and space.285 
 Hence, although the principle figures of the Republic of Letters were predominantly 
upper-class men and women, the ideological underpinnings of the Republic and its inherent 
dependence on association and interaction enlarged its borders to universal proportions. Anyone 
who mastered the means of participation (i.e. “conversation,” the manipulation of texts) merited 
his or her place—regardless of gender, ethnicity, religious creed, or social class. Written, spoken, 
or gesticulated discourse was supposed as an innate human capability according to 
Enlightenment reasoning. Gesture, for example, was “la langue primitive de l’univers au 
berceau…le langage de toutes les nations” (the primitive language of the universe in its 
cradle…the language of all nations), according to Cahusac.286 Universal, thus, originary of 
human sociability. When one heard a sound, when one perceived the enunciation of a “text,” one 
could not help but think “un autre être sensible est ici” (another feeling creature is here).287  
 
284 Condillac, Essai, 198. 
 
285 Elizabeth Goldsmith, “Exclusive Conversations”: The Art of Interaction in Seventeenth-Century France 
(Philadelphia: Univ. of Pennsylvania Press, 1988), 2. 
 
286 Louis de Cahusac, “Geste,” in Encyclopédie, 7: 651. 
 




 Sociability in the Republic of Letters represented simultaneously a practice, a relational 
network, a sociological consciousness, and a moralizing creed that underlay the entirety of the 
structure; it thus acts as a guide by which to determine and understand the Republic’s existence, 
composition, and operations. Antoine Lilti and Dena Goodman have emphasized the salon and 
its sociable world as the locus and the epitome of the entire Republic.288 Maurice Agulhon has 
analyzed the sociability of masonic lodges, Robert Darnton that of the Grub Street press and 
Roger Chartier its “more polite” journalistic façade.289 Jürgen Habermas has underscored the 
economic dimensions of eighteenth-century sociability and fixated upon its transformation of or 
into a “public sphere”; Elizabeth Goldsmith focuses upon the conversive contributions of its 
seventeenth-century predecessor, “civility.”290 Daniel Gordon casts sociability as a governing 
actor that could determine and dictate statecraft and monarchical policies in ancien régime 
France.291 Daniel Roche—by fixating upon the interpersonal and relational dimension of 
sociability—has posited it as a lens by which to observe and understand the cultural entirety of 
the siècle de Lumières and not any one particular dimension or manifestation.292  
 The Republic of Dancers mirrors the Republic of Letters in that both existed by means of 
and as the ultimate culmination of the practice of sociability. Eighteenth-century dance—and 
 
288 Antoine Lilti, The World of the Salons: Sociability and Worldliness in Eighteenth-Century Paris, trans. Lydia G. 
Cochrane (New York: Oxford Univ. Press, 2015); Goodman, “Philosophes and Salonnières-A Critique of 
Enlightenment Historiography,” chap. 2 and “Governing the Republic of Letters-Salonnières and the Rule(s) of 
Polite Conversation,” chap. 3 in The Republic, 53-89 and 90-135. 
 
289 Maurice Agulhon, Pénitents et Francs-Maçons de l’ancienne Provence, L’Histoire sans frontières (Paris: Fayard, 
1968); Darnton, The Literary; Roger Chartier, “Les livres font-ils les révolutions?” chap. 4 in Les origines, 99-133. 
 
290 Habermas, The Structural; Goldsmith, introduction to “Exclusive Conversations,” 1-16. 
 
291 See particularly Chapter 1 “Absolutism and the Ideal Types of Sociability” and Chapter 2 “The Language ofd 
Sociability” in Gordon, Citizens, 9-42 and 43-85.  
 
292 Roche, “Public Spaces,” chap. 13 in France, 420-48.  
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particularly the contredanse—embodied and re-presented Enlightenment sociability itself. The 
constituent elements that defined the contredanse as such echoed those that defined the 
sociability of the Republic of Letters. The performance of this dance form captured in a 
synecdochic manner the sociable essence that “choreographed” and rhythmized the movements 
and patterns of the Republic. Both created a world, or a network, of interactions between 
different actors and actresses who legitimised their existence within that world not so much by 
what they did but by the doing of it.293 Both used texts—oral, written, and physical—as the 
vehicle of these interactions. Both also could become the tool of opposing political ideologies. 
The absolute monarchy of the ancien régime and the philosophes of the Republic of Letters 
manipulated sociability to justify and reinforce their respective understandings of governance, 
relations between individuals, and even the essence of human society itself. So too, the 
sociability of the contredanse allowed it to become the fixation of differing agendas. To many 
dancing masters, dependent on the patronage of the monarchy, it threatened the dignity and 
respectability of the old order of dances that had modeled absolutism so faithfully; to the 
dancers, the contredanse appeared as a social release, a means by which to escape the rigidity of 
the danse grave and to truly “play” with pleasure, with other dancers, and with one’s own 
identity.  
 Both the Republic of Letters and the Republic of Dancers represented an ideal of human 
sociability that was not altogether without some footing in a very real and very concrete socio-
economic world. But as manifestations of sociability, they were capable of dissolving existing 
communities of class, rank, or gender and, thereby, threatening the “absolutism” of the state. 
They held in tension the world “within” and the world “without.” Propriety was maintained even 
 
293 Approaching sociability as a network is developed particularly by Agulhon, Pénitents; Roche, France; and 
Gordon, Citizens. 
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while being undermined. Hierarchy was challenged but never entirely destroyed. Gender 
distinctions were blurred but not ignored. The inability to determine the intentionality or the 
consciousness of this dichotomy is what prohibits describing the Republic of Dancers and the 
performance of the contredanse in eighteenth-century France as overtly political, but the 
contestation of absolutist ideals that this dance’s particular form of sociability embodied does 
imbue it with parapolitical potential. 
 In order to determine precisely how the contredanse contributed to the world of 
eighteenth-century sociability—to what extent it can be described as a deliberate mode or 
expression of human conviviality and relational interaction—and how the sociability of dance in 
turn gave rise to a Republic of Dancers, it will be necessary to examine the contredanse in its 
various manifestations within French and English culture. First, as an actual dance: a discrete 
entity identified by the selection and arrangement of various steps and figures and the resulting 
choreography that could be physically and spatially reproduced by the dancers. Second, as a 
practice that drew individuals together and forced them to interact, either bodily or cognitively. 
A physical community was formed when dancers assumed the roles of partners, of dancing 
masters and students, or as fellow attendees at a ball. A more intellectual community was formed 
by readers who purchased dance manuals or became subscribers to the annual choreographic 
collections of a particular dancing master or publisher, yet even these reading communities were 
not entirely unembodied. Although the solidarity of reading the same manual as dozens of other 
consumers could only be implied, that of gathering around a purchased manual and struggling 
together to decipher its instructions could be very real. Third, as a spectacle: the contredanse as 
conclusion of a theatrical performance or as element of a literary plot, used by the author to 
reveal extra-dialogic information or to provide insight to the observer and knit together 
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communities of spectators and actors. This latter sociable use of the contredanse will be explored 
in Chapter 3. Although my primary interest lies in the existence of the dance form in eighteenth-
century France, I have chosen to draw upon both English and French sources in order to 
demonstrate continuity in the particular type of sociability embodied by the country 
dance/contredanse—a type that can be identified by specific characteristics and that consistently 
manifests when the contredanse is performed, regardless of time or place. Any culturally- or 
geographically-specific nuances that accompanied the performance of the English country dance 
or the French contredanse respectively do not dramatically alter the sociable essence of the dance 
form itself. In fact, these discrepancies reinforce its innate sociability by underscoring its 
existential dependence upon the actions and interactions of human bodies and individual wills 
and the resulting malleability of its presentation. 
 
The Sociability of Movement 
 To explore the choreographic dimension of the Republic of Dancers and to analyze the 
sociability of movement embodied by the contredanse, it is helpful to make use of a more 
familiar and more studied dimension of sociability that was central to the workings of the 
Republic of Letters: conversation. In fact, the analogy between the sociability of the contredanse 
and that of conversation is facilitated by a pre-existing association in the sources themselves. 
That the two modes of sociability are alike—indeed, that dance is fundamentally sociable—was 
presupposed in the writings of the early modern period. For instance, a footnote in a 1789 
Parisian fashion journal the Magasin des modes nouvelles, françaises et anglaises described balls 
as a sort of hybrid activity because they united the “plaisir tranquille” of conversation (which is a 
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“day-time” occupation) and the night-time (thus, slightly more dubious) amusement of dance.294 
 The “themes” characterizing this anecdote—the transgressive milieu of the ballroom and 
the sociable activities of conversation and dance—appear in another, published a century 
previous. In De la conversation, the chevalier de Méré recounts a story from the wedding 
festivities of French princess Henriette-Marie and future English monarch Charles I.295 The duke 
of Buckingham had attended in ridiculous, and somewhat scandalous, attire, but the snickering 
that his appearance inspired was silenced by his physical comportment and irreproachable 
dancing. Despite his impropriety and disrespect of certain codes of politesse, the duke 
maintained his place in society because his dancing afforded pleasure; his “spectators” were 
sufficiently delighted by the over-all performance of his person and so sociability was still 
achieved. The duke’s political rank was meaningless at this moment; it was his ability to engage 
in a process of giving and receiving pleasure through dance—in sociability—that assured his 
inclusion in society. As a third example, consider François-Augustin Paradis de Moncrif’s Essais 
sur la nécessité et sur les moyens de plaire of 1738. The académiste explains that dance, like 
conversation, contributed to the performance and presentation of the person in society. A 
graceful body would capture others’ attention and allow them to discover interior qualities, such 
as intellect and wit, less visible yet equally pleasing to society.296  
 
294 Magasin des modes nouvelles, françaises et anglaises, décrites d’une manière claire & précise, & représentées 
par des planches en taille-douce, enluminées (Paris), Sep. 21, 1789, 232, Gallica. 
 
295 The narrative comes from Méré but the additional historical details are drawn from the doctoral thesis of Joshua 
Weiner: Antoine Gombaud, chevalier de Méré, De la conversation (Paris, 1677), 109–11, Google Books; Weiner, 
“The Government of the Senses: Aesthetic Subjectivity and the Rule of Taste in Britain, 1660–1760,” (PhD diss., 
Univ. of California Berkeley, 2015): 78–79, UC Berkeley Electronic Theses and Dissertations. 
 
296 Moncrif, Essais, 45-48. Note that dance can be both a practice and a performance whereas the performance of 
conversation depends on the practice of language and knowledge. 
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 In La Conversation avec soi-même, Louis Antoine de Caraccioli gives a less idealized 
description of sociable conversation, but once again uses the language of dance to paint his more 
realistic picture. He writes that in a true conversation, there will necessarily  
 . . . se figurer un assemblage de caracteres, aussi différents que les visages; une multitude 
 de passions, qui jouent leur rôle tour à tour & quelquefois toutes ensemble; un amas 
 d’opinions, qui se contredisent les unes les autres. . . C’est au milieu de cet étalage confus 
 qu’on doit approuver ou condamner, rire ou larmoyer. Toute l’habileté consiste à le 
 savoir faire à propos; & à ne point équivoquer sur aucun de ces devoirs. 297 
 
 . . . come together an assemblage of personalities, as diverse as their faces; a multitude of 
 passions, that play their roles one by one & sometimes all together; a bunch of opinions, 
 that contradict one another. . . It’s in the middle of this confused display of individuals 
 that one must approve or disapprove of what is being said, laugh or cry. One’s ease and 
 ability depend entirely on knowing when exactly to do so; & to not spend too much time 
 on any one dutiful response.  
 
“Se figurer,” “caractères,” “tour à tour,” “toutes ensemble:” all of these are expressions that 
also described the practice of dancing in the eighteenth century. Caractères in early modern 
dance terminology typically referred to the linguistic markers—such as those of the Beauchamp-
Feuillet system—that recorded choreography. Graphic characters “wrote” dance in an attempt to 
capture its ephemerality, but caractères could also gesture towards the personality of a dance. 
The ballet Les Caractères de la danse, for example, associated different danses nobles, such as 
the courante or the bourrée, with different types of amorous people, scenes, and 
circumstances.298 For Caraccioli and his contemporaries, human caractères likewise designated 
different types and personalities. Characters were the predictable participants in the 
 
297 Louis Antoine de Caraccioli, La Conversation avec soi-même, rev. ed. (Avignon, 1761), 154-55, HathiTrust. 
 
298 Jean Fery Rebel composed the ballet in 1715, and although the music remains, the choreography has been lost. 
Nevertheless, Lincoln Kirstein’s research provides helpful descriptions. Kirstein, “Les Caractères de la danse. . .  
May 5, 1726, Paris, Opéra,” in Movement & Metaphor: Four Centuries of Ballet (New York: Praeger Publishers, 
1970): 98–99; I also refer the reader to Patricia M. Ranum’s article for a further discussion of the term caractère in 
relation to early modern French dances. Ranum, “‘Les Caractères’ des danses françaises,” Recherches sur la 
musique française classique, no. 23 (1985): 45–70.  
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unpredictable interactions of sociable activities.299 In both dance and conversation, caractères 
were a means of grasping the process of sociability; they offered a fixed impression of a 
transitory act. With expressions such as tour à tour (one by one) and toutes ensemble (all 
together), Caraccioli specifically echoes the lexicon of the contredanse and of its cross-Channel 
inspiration, the English country dance. He even evokes the sense of being contre (against, or 
across from) something or someone else when his characters “se contredisent” (contradict one 
another).300 As we will recall from our earlier discussion, John Playford, the first publisher to 
collect and document the movements of English country dancing, labeled the different groupings 
of steps as “figures” and distinguished all-dancer action from more individual turn-taking with 
phrases such as “[s]ides all” or “the next Cu. [couple] as much.”301 For Caraccioli, participants 
entered upon the stage of polite society—they came together or figured (se figurer) into the 
conversation—and performed their particular roles, one after the other, each in turn, to 
orchestrate a sociable exchange. Dancers do likewise. They move through figures as individuals 
within a collectivity in order to create the dance.  
 
299 The idea of human types and their impact on social interactions is particularly highlighted in English manuals on 
conversation, but a fascination with the predictability of individual personalities and the importance of this 
scriptability to society at large is evident in works such as Jean-Gaspard Lavater, Essai sur la physiognomonie: 
destiné à faire connaître l’homme & à le faire aimer, trans. by Antoine-Bernard Caillard, Marie-Elisabeth de La 
Fite, and Henri Renfner, 4 vols. (The Hague, 1781–1803), Gallica; Charles Le Brun, Conférence sur l’expression 
générale et particulière (Amsterdam, 1698), Gallica; and Jean de la Bruyère, Les Caractères de Théophraste, 
traduits du grec. Avec les Caractères ou les Mœurs de ce siècle (Paris, 1688), Gallica. For English conversation 
manuals discussing the human “types” found in society, see: S.C., The Art of Complaisance, or the Means to Oblige 
in Conversation (London, 1673), EEBO; and D.A. Gent, The Whole Art of Converse […] (London, 1683), EEBO. 
For scholarly studies on the subject of “characters” in eighteenth-century society, see Patrick Coleman, “Character 
in an Eighteenth-Century Context,” The Eighteenth Century 24, no. 1 (Winter 1983): 51–63; and Melissa Percival, 
The Appearance of Character: Physiognomy and Facial Expression in Eighteenth-Century France (Leeds: W.S. 
Maney for the Modern Humanities Research Association, 1999).  
 
300 We remember from Chapter 1 that the French translation of contredanse seems to be an aural corruption of 
“country” and “dance” rather than a reference to the fact that dancers in an English country dance usually stand 
across from one another in two parallel lines. Nonetheless, as the prefix “contre-” does signify the idea of being 
across from or counter to someone or something, the double meaning would not have been lost on eighteenth-
century dancers. 
 
301 Playford, The English, 1st ed., 3.  
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 The commentaries of Caraccioli, Moncrif, and Méré establish the compatibility and 
comparability of conversation and dance, but they take for granted the justification or 
explanation of why and how this comparison is possible. In what ways do conversation and 
dance correspond to one another? How do they similarly respond to and model the ideals of 
sociability? More importantly, how does the sociability of conversation elucidate understanding 
of the sociability of dance and particularly of the contredanse in eighteenth-century France? 
 In the analysis presented in this chapter, I will reverse Caraccioli’s rhetorical strategy and 
use the language of conversation to determine the particular mode of sociability enacted by the 
contredanse. Drawing upon a corpus of nine different authors, I will establish the sociable 
characteristics of conversation as articulated recurrently during the long eighteenth century : De 
la conversation by the chevalier de Méré (1677); “De la conversation” and “De parler trop ou 
trop peu et comment il faut parler” in Madeleine de Scudéry’s Conversations sur les divers sujets 
(1682); the abbé de Bellegarde’s Modèles de conversations pour les personnes polies (1697); 
L’art de plaire dans la conversation by Ortigue de Vaumorière (1701); De la science du monde 
et des connaissances utiles à la conduite de la vie by François de Callières (1717); François-
Augustin Paradis de Moncrif’s Essais sur la nécessité et sur les moyens de plaire (2nd edition, 
1738); “Conversation, Entretien” by d’Alembert, included in the 1754 volume of the 
Encyclopédie; the revised edition of Louis Antoine de Caraccioli’s La Conversation avec soi-
même; and finally, the first volume of La Morale universelle, ou Les devoirs de l’homme fondés 
sur sa nature by the baron d’Holbach (1776).  
 In turn, these conversational principles will serve as a metric of the sociability of the 
contredanse. Specifically, I shall consider two distinct “pairs” of contredanses/country dances as 
case studies: “Christchurch Bells” or “Les Cloches, ou Le Carillon d’Oxfort” and “L’Ut Sol [La 
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Ut Sol].”302 Versions of the first representative duo are drawn from the 1686 edition of John 
Playford’s The Dancing Master and the 1721 edition of André Lorin’s Livre de la contredanse 
du Roy.303 Although a version of the dance “Christchurch Bells in Oxon” was included in the 
seventeenth edition of Playford’s The Dancing Master, printed in 1721 (the same year as the 
rededication of Lorin’s Livre de la contredanse du Roy), it had been choreographically altered 
from the first English version of the dance.304 Thus, I will examine the dance as first recorded in 
Playford’s seventh edition (1686), and not the seventeenth, given that the French version more 
nearly resembles the former. Furthermore, this is the version with which Lorin would have been 
familiar in light of the fact that his manual was initially dedicated to Louis XIV in 1688. My 
analysis of the second exemplar “L’Ut sol” will be that as recorded in the Premier Recueil de 
pot-poury françois les plus à la mode, qui se danse chez la Reine (the French version of the 
dance) and in Twenty Cotillons or French Dances as Perform’d at Court and all Polite 
Assemblies (its English counterpart).305  
 
302 I have chosen these pairs of dances for three reasons: the existence and accessibility of choreographic source 
material for both the French and English versions of the dances; the evidence of choreographic and cultural 
associations between the French and English versions; and the relatively representational choreographic patterns and 
structures that compose these dances as contredanses. 
 
303 John Playford, The Dancing-Master: Or, Directions for Dancing Country Dances, with the Figure and Tunes to 
Each Dance, 7th ed. (London, 1686), 177, IMSLP Petrucci Music Library; Lorin, “Livre.” 
 
304 The name of the dance changes in the ninth republishing of Playford’s The Dancing Master, printed in 1695 with  
two appendices. The choreography changes in the seventeenth edition published in 1721 published by W. Pearson 
and distributed by John Young. This second version is reprinted in the 1728 edition. The choreography is simpler: 
the first man sets to the second woman and turns single, then turns her by both hands. This is repeated by the first 
woman and second man. To the second musical strain, the first man and second woman change places, after which 
the first woman and second man do likewise, clapping hands as they exchange positions. This will result in the set 
being improper. Once all have arrived in their new places, they set, clap “five or six times quickly,” and jump up. 
The dance concludes with the couples exchanging places: first, they replace their partners, pulling through by right 
hands and then with their neighbors by left hands. Digitized copies of the 1721 and 1728 editions of The Dancing 
Master are not available, but Robert Keller has created a useful database of dance choreographies that is accessible 
online. Where specific sources are not cited, I will be drawing upon Keller’s index. Robert M. Keller, “The Source 
Index,” The Dancing Master, 1651-1728: An Illustrated Compendium, https://www.cdss.org/elibrary/dancing-
master/Index.htm.  
 
305 Premier Recueil de pot-poury françois les plus à la mode qui se danse chez la Reine (Paris, n.d.); Twenty 
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 In re-establishing the analogous and complementary relationship of conversation and 
dance as modes of sociability, I do not wish to suggest that the contredanse is a conversation or 
that it operates in an identical manner. That would be to reduce sociability to an event and to risk 
becoming too “literary.”306 It is also not to affix linguistic significance to the constituent steps 
and figures of the contredanse or to assume that the dance existed as an imitative and narrative 
art form.307 Rather, it is to argue that the contredanse is a reflection and manifestation of 
eighteenth-century sociability in ways strikingly similar to conversation and that the established 
sociability of conversation, in turn, underscores the sociable potential and significance of dance. 
Moreover, retaining the English country dance counterparts of contredanse choreographies 
prevents reducing the contredanse to mere French nuance or overlooking it as an extension of the 
danse noble. The contredanse represented a kinetic and cultural novelty that echoed alternative 
modes and ideologies of sociability developing in eighteenth-century France.       
 To eighteenth-century writers on conversation, the sociable essence of interaction lay in a 
reciprocal give-and-take between two consciously engaged parties: the “speaker(s)” and the 
“listener(s),” the actor and the spectator. The participants are expected to alternate roles, 
 
Cotillons or French Dances as Perform’d at Court and All Polite Assemblies. For the Harpsichord, Violin, German 
Flute, or Hautboy, Etc. (London, 1768). 
 
306 Limiting sociable modes, such as salons, to their literary dimension is one of Antoine Lilti’s primary criticisms of 
scholarship on the Republic of Letters. This fallacy was corrected in early modern conversation manuals by 
highlighting the difference between conversation, which was a verbal exchange without any specific objective other 
than the amusement of the participants, and other forms of verbal exchange that were undertaken to achieve a 
desired end. Lilti, The World of the Salons, 5. See also Méré, De la conversation, 13–14; D’Alembert, 
“Conversation, Entretien” in Encyclopédie, 4: 165–66; and Pierre Ortigue de Vaumorière, L’Art de plaire dans la 
conversation, 4th ed. (Paris, 1701), 5, Gallica.  
 
307 This argument was, of course, the basis of Jean-Georges Noverre’s and Gasparo Angiolini’s conceptions of ballet 
and contributed to the revival of pantomime in dance. The ballet-pantomime and the eighteenth-century debates on 
the signifying potential of dance and gesture have been the subject of many excellent studies including those of Nye, 
Mime; Ariana Fabbricatore, La Querelle des pantomimes: Danse, culture et société dans l’Europe des Lumières 
(Rennes: Presses universitaires de Rennes, 2017); and Jean-Noël Laurenti, “De l’entrée de ballet à la pantomime et 
au ballet d’action: une nouvelle representation de l’homme et de la nature,” in Musique et geste en France de Lully à 
la Révolution: Etudes sur la musique, le théâtre et la danse, ed. Jacqueline Waeber (Bern: Peter Lang, 2009), 11-27. 
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enforcing an inherent equilibrium and mutuality of exchange. Each would (or should) perform 
the role of attentive audience as well as active performer. For example, François de Callières 
proposed in one of his didactic conversations: “Il s’agit presque toûjours d’écouter beaucoup 
pour parler ensuite bien à propos & pour répondre juste, & c’est une des regles les plus 
necessaires de l’art de la conversation” (One must always be listening in order to speak well, in 
his turn, and to respond appropriately to what has been said as this is one of the most essential 
rules in the art of conversation).308 Writer Pierre Ortigue de Vaumorière agreed: one should listen 
a great deal in order to be able to answer accordingly.309 This ongoing and reciprocal exchange of 
words, gestures, ideas, and sentiments maintained the delicate duality of conversation and, in 
truth, delineated the domain of conversation itself. It was sociably inappropriate, even criminal, 
for any one participant to take ascendancy over the others. Those who monopolized conversation 
committed a sociable transgression so egregious that epistolary socialite Madeleine de Scudéry 
had no qualms denouncing it as an act of social tyrannie.310 
 The overall, structural arrangement of and the ceremonial prelude to the contredanse 
visibly enact the harmonized, reciprocal exchanges of an ideal conversation. Traditionally, the 
English country dance could take several shapes, but as previously demonstrated, it was the 
longways form for as many couples as wished to participate that eventually predominated and 
distinguished the contredanse anglaise from other variations of the dance form. Playford’s 
“Christchurch Bells” is a typical longways dance but is further subdivided into duple minor sets, 
 
308 François de Callières, De la science du monde et des connaissances utiles à la conduite de la vie (Paris, 1717), 
69, Gallica. 
 
309 Vaumorière, L’Art de plaire, 13. 
 
310 Madeleine de Scudéry, “De parler trop ou trop peu et comment il faut parler,” in Choix de conversations de Mlle 
de Scudéry, ed. Phillip J. Wolfe (Ravenna: A. Longo, 1977), 27. 
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or individual groupings of “first” and “second” couples, relative to one another (See Figure 2.1). 
The dance is “proper,” with men on the left and women on the right sides of the column, and 
begins by all dancers honoring the presence (a real or imagined dignity seated at the front of the 
ballroom) and then their partners.311 Lorin’s French version modifies the order of the révérences 
such that the sense of courteous reciprocity and delicate balance is heighten; the dancer 
acknowledges his partner and the rest of the set (la compagnie) but never the presence (see 
Figure 2.2).312 The révérences remain within the set, within the sociable community of the dance. 
The gaze of the dancers is directed inwards, solidifying a distinct and autonomous community of 
dancer-spectators, so that the enclosed illusion of equality is never ruptured by acknowledging an 
external or higher-ranking figure of authority.313 Greater emphasis is placed on equilibrious and 
reciprocal sociability than on hierarchical and external authentication.314  
 The order of honors is not the only alteration that French dancing master Lorin deemed 
necessary to make to “Christchurch Bells,” in order that it be “plus parfait[e]”—more perfect and 
complete.315 In addition to changing Playford’s order of the révérences, Lorin also incorporates 
several dialogic gestures that further serve to establish and delineate the collectivity of dancers. 
 
311 Tomlinson, The Art, 19. Tomlinson records the movements for several types of honors in different social 
situations (The Art, 7-17). 
 
312 Lorin does not describe in detail the révérences to be performed as part of “Les Cloches,” but Pierre Rameau 
gives several examples in use during the first half of the eighteenth century. See Chapters IX, XI, XII, XIV, and XV 
in Le Maître à danser. 
 
313 For a visual of the révérence and some of the other dance steps described below, I encourage the reader to consult 
the collection of baroque dance videos included in the Library of Congress’ online collection “An American 
Ballroom Companion: Dance Instruction Manuals, ca. 1490 to 1920.” 
 
314 See below for an analysis of the sociability of the contredanse and that of the danse grave. 
 
315 Lorin, “Livre,” 31. Regardless of whether the adjective “parfait” is understood in a contemporary sense as 
“perfect” or “idealized” or in an eighteenth-century sense of “complete, finished,” the French contredanse is “plus 
parfaite” than the English country dance. 
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The cavalier of the first couple turns to his lady and asks her what dance she wishes to perform; 
they then communicate this information to the dancers behind them, fashioning a cohesive unit 
via shared, “common” knowledge. However, only the first couple is implicated in these 
preliminary gestures. In fact, the majority of Lorin’s dance is performed solely by the first 
gentlemen and his lady, or perhaps with the second cavalier and dame briefly joining them. 
Other dancers in the column must wait until “set in motion” by the arrival of the first couple. 
There is but one duple minor set that moves up and down the room, with the first couple 
remaining constant and the secondary couple ever changing. Playford’s English version, by 
contrast, allows multiple couples (and multiple “couples” of couples) to dance simultaneously. 
Limiting the number of active participants may seem contrary to the aims of sociability, which 
depend upon interactions and exchanges. But in fact, this slight divergence of “Les Cloches” 
from “Christchurch Bells” signals an augmentation of the dance’s inherent sociability. By 
designating when each couple could participate, Lorin introduces the conversational quality of 
propriety and self-restraint. In Enlightenment-era models of sociability, moral consideration due 
others confined amour propre (“self-importance” or “self-centricity”) and prevented the freedom 
and gaiety of conversation, or dance, from degenerating into reckless individualism or 
thoughtless egotism. One ought to listen attentively to those speaking and only voice one’s 
contribution at the appropriate moment.316 Interrupting those who were actively occupying the 
role of speaker, or interjecting before they had concluded, demonstrated a total lack of 
consideration for others and for sociable virtues such as bienséance (well-being) and 
bienfaisance (well-doing). To respect the social roles of others and to appropriately play one’s 
 
316 Vaumorière, L’Art de plaire, 13; Moncrif, Essais, 70; Scudéry, “De parler trop,” 30. 
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own were acts of “justice,” according to Holbach; society demanded them.317 And Callières 
claimed that those who thought too highly of themselves and prevented others from speaking by 
endlessly chattering of their own affairs were insufferable.318 These were the conversational 
tyrants that Scudéry so abhorred.319 Thus it seems that Lorin was only in keeping with the 
opinions of his contemporaries by moderating the activity of the dancers and nuancing 
“Christchurch Bells” so as to render it more truly sociable. Designated turn-taking maintained 
the balance and tension of just and virtuous sociability and prevented social disequilibrium. 
 The reciprocity of role-playing is reinforced by the dialogic and alternating patterns of 
the steps and the figures. After the honors, the choreography of “Christchurch Bells” instructs all 
couples to walk forwards and backwards, twice over; this represents the first figure. The next 
figure (which is the first in “Les Cloches”) breaks the longways column into its individual duple 
minors. The man of the first couple turns the woman of the second couple on the diagonal by 
right hands. When he returns to his place, he then turns his partner by the left hand. As the music 
changes from the first to the second strain, so too do the active dancers. With the second strain, 
the “second man” initiates the same sequence of steps previously demonstrated by the first: he 
turns the first lady by the right hand and then his partner by the left hand. Once repositioned, all 
four dancers in the duple minor take hands and make one full rotation, clockwise, then clap right 
hands and left hands as individual couples. Finally, to accompany the third strain of the music, 
the first couple casts off, meaning that the first man and first woman turn their backs to one 
another and move around the second couple on the outside of the set—taking the second 
 
317 Paul Henri Dietrich, baron d’Holbach, La Morale universelle, ou Les Devoirs de l’homme fondés sur sa nature 
(Amsterdam, 1776), 1: 146, Gallica. 
 
318 Callières, De la science, 73–74. 
 
319 Scudéry, “De parler trop,” 27. 
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couple’s lower position and allowing the second couple to ascend into their superior place. This 
concludes the English version of the dance, but it can be repeated endlessly as long as there is a 
“first” or “second” couple with whom to dance. If a gentleman and his lady arrive at the top or 
bottom of the longways set but no additional couple exists to complete the duple minor, they 
must only wait one full repetition of the dance before they can rejoin the other couples, yet in the 
opposite role. First couples become second couples and second couples become first couples. 
Thus, variation is introduced without disrupting balance or harmony, for every couple plays 
every role. The dancers reinscribe themselves within the collectivity yet are always engaged in 
some new movement.  
In “Les Cloches,” the reciprocity of turn-taking is reinforced at the individual, as well as 
the collective level. The first figure of Lorin’s contredanse necessitates that the first cavalier turn 
the second lady by right hands. Nonetheless, in keeping with the sociable ideals of bienséance 
and bienfaisance, the dancers are not allowed to go about this figure in any haphazard manner, 
musically or choreographically. On the first bar of music, they present right hands with a petite 
inclination, on the second they join, and on the third they release, by which time they have 
completed the turn and have returned to their original places.320 They initiate this turn on the 
right foot and complete the circle by means of three pas de bourrée and one coupé assemblé.321 
 
320 Lorin, “Livre,” 42. 
 
321 A pas de bourrée involves three movements: the dancer picks up the right foot from behind, bending both knees, 
and passes it in front, then takes two steps on the balls of the feet, first on the right then on the left. The third and 
final step shifts the dancer’s weight onto the right foot with the entire foot on the floor. Rameau, Le Maître, 122–30; 
Two separate steps constitute a coupé assemblé: for the coupé, with the left foot in front, the dancer bends both 
knees, passing the right foot through first position before rising on the balls of the feet and straightening both knees. 
The dancer places her weight on the right foot in front with a bend in the knee so that the left is free to glide through 
first position and return to its place in front of the right. The left foot bears the weight to begin the assemblé. The 
dancer bends both knees then rises on both feet, brushing the right leg through first position either with or without a 
spring to close both feet together. Rameau, Le Maître, 133–36; Rameau, Abbregé [Abrégé] de la nouvelle méthode 
dans l’art d’écrire ou de tracer toutes sortes de danses de ville (Paris, 1725), 59, Gallica; Lorin, “Livre,” 44. 
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Before continuing to the second figure, however, this sequence of steps and gestures must be 
repeated by the first cavalier and his partner—beginning on the left foot and offering left hands 
to one another—then again but with the first lady initiating. She leads the second man through 
the sequence, turning by right hands, then her partner through the same by left hands. Only after 
all four groupings of gentlemen and ladies have demonstrated these several sets of movement in 
their entirety is the first figure truly complete.  
 As we have seen in “Christchurch Bells,” when the couples dance up and down the 
columnar set, turn-taking and diversity exist in dialogical tandem. Once the first couple has 
arrived at the end of the set, they simply wait one repetition of all the figures before re-
integrating within the collectivity, but because they now occupy the role of second couple, rather 
than first, they simultaneously reinforce the sociable qualities of balanced reciprocity and of 
variety of interest. The dancers are not always first-couple, nor are they always second-couple. 
“Les Cloches” retains the reciprocity and variety of its English counterpart. There is variation 
among the active dancers and in the steps and figures performed by the dancers. For example, the 
second figure of “Les Cloches” introduces an entirely new pattern of movements. It begins with 
all four active dancers taking hands and turning once around, counter-clockwise. This rotation is 
accomplished in four bars of music. During the first bar, the dancers perform a chassé and a 
balancement.322 During the second and third bars, the dancers perform two pas de bourée; they 
conclude on the fourth bar with a coupé assemblé and a slight lift of the left foot to free it from 
bearing weight. The dancers then release clasped hands, step back from the circle, and turn to 
 
322 To perform a chassé, the dancer begins with both feet apart in second position, bending her knees, so that she can 
jump into the air. As she brings her legs together, she moves in a sideways direction and lands on both feet some 
distance from where she began. The balancement, also called a balancé, demands that the dancer transfer her weight 
to the right foot and then to the left in a rocking motion. Rameau, Le Maître, 175–80, 153–55; Lorin, “Livre,” 46. 
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face their partners. In the second figure, there is continual variation. Multiple steps, multiple 
directions of movement, divert and engage the dancers and their spectators. This attention to 
appropriate variety and diversity was equally important in models of conversation. The chevalier 
de Méré believed that it was necessary to diversify one’s speech as much as possible in order to 
be as agreeable as possible to other participants in the conversation.323 Not only diverse, but also 
frequent. Méré would have heartily approved of the constant interchange of active dancers in the 
country dance, for, in conversation, little quips throughout were more amusing than long periods 
of silence followed by a single, monologic contribution, however excellent it might be.324 Many 
gentleman and ladies dancing together was more engaging than two or three dancers performing 
for the rest. 
 Diversity, in harmony with self-restraint and mutual obligation, was what rendered both 
dance and conversation pleasurable and amusing. The merry and unceasing diversion that these 
sociable activities offered to the participants when each respected his or her social duties and 
practiced self-governance were what made them so attractive. Holbach argued that humanity was 
eternally searching after pleasure, either intellectual pleasures (plaisirs intellectuels) such as 
those offered by conversation, or bodily ones (plaisirs corporels) that engaged the senses.325 
Lorin’s “Les Cloches” embodies sociable gaiety in a series of tiny sauts, or hops. The dancing 
master liberally sprinkles them throughout the dance to brighten what otherwise risks becoming 
too serious or sober a choreography with his additions of detailed footwork. For example, at the 
end of each segment of movements within the first figure, the active, initiating dancer punctuates 
 
323 Méré, De la conversation, 18.  
 
324 Méré, De la conversation, 36. 
 
325 Holbach, La Morale universelle, 1: 359–60. 
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the end of the sequence with a light spring. But instead of the active partner joining in the leap, 
the dancer who will replace this partner in the succeeding reprisal jumps into the air, as if to 
accept the active dancer’s invitation to participate in the figure.  
 The third figure is also quite playful, engaging both the feet and the hands. To begin, all 
four dancers clap towards the left side of their bodies, with the right hand coming down and the 
left rising to meet it. The dancers then clap the right hand of their partners before reversing the 
entire sequence, clapping to their individual right sides and clapping the left hands of their 
partners. They conclude the fourth bar of music with a little saut to reposition themselves. The 
subsequent fourth figure is similar, but this time, the dancers turn to their neighbors, the ladies 
stepping slightly to the left to face one another and the cavaliers to the right. This allows the first 
couple to face down the set and the second couple to face up so that the four dancers stand across 
from another in a vertical, rather than a horizontal, direction. Once again, the dancers all clap to 
the left of themselves then clap right hands with their neighbors, then to their individual right 
sides and left hands with their neighbors. They engage in an exchange of corporal, sociable 
contact and ludic gestures.  
 Clapping hands and jumping about allows the dancers to enter into a state of play but the 
obligation to always be moving on to the next figural arrangement, reminds them that it is but an 
illusion of freedom. This semblance of liberty is evoked in models of sociable conversation as 
well. In conversation, the mind and the tongue were to exhibit a free and natural spontaneity. 
“[I]l faut qu’il y [dans la conversation] regne un air libre & naturel” (A free and natural air must 
reign [in conversation]), wrote Callières.326 Free and “without constraint,” chorused Scudéry.327 
 
326 Callières, De la science, 38.  
 
327 Scudéry, “De parler trop,” 35. 
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This carefree freedom was but an appearance, however, for truly sociable conversation was 
always governed—governed by morality, governed by politesse, and ultimately governed by 
respect and consideration of others. Speech must not be affected or dishonest, yet some 
dissimulation of the individual was required. Scudéry argued that conversation ought to mold 
itself to the spirit of the collectivity: it ought to accord with both the setting and occasion and the 
manner of people involved.328 Callières advocated a total stripping of the self: “Celui qui veut 
plaire doit se dépoüiller” (He who wishes to please must lay his self aside [literally, “skin 
himself”]).329 And Moncrif defined the sum of true conversation as an endless commerce of 
occasions to please others’, rather than one’s own, penchants and passions.330 
 The vacillation between the interests of one, then another—generated by a continual 
deflection of the self and reinforced by an unceasing exchange of steps, gestures, words, and 
expressions—created a lively and dynamic sense of rhythm within the contredanse and 
conversation. Conversation, exulted Moncrif, was a “commerce volontaire de folie & de raison, 
de savoir & d’ignorance, de sérieux & de gaité” (voluntary commerce of frivolity & reason, of 
knowledge & ignorance, of seriousness & gaiety) that shuttled back and forth between the minds 
of the participants.331 Each speaker or listener, dancer or spectator, should be involved and 
engaged, and the conversation or choreography should delight by a sudden shift in locus from 
one participant to another, one topic to the next, at just the right moment. This is visible upon the 
 
328 Madeleine de Scudéry, Les Conversations sur divers sujets (Amsterdam, 1682), 1: 17, HathiTrust. 
 
329 Callières, De la science, 21.  
 
330 Moncrif, Essais, 96. 
 
331 Moncrif, Essais, 95–96. 
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conclusion of Lorin’s “Les Cloches” as the fifth and final figure segues into the repetition of the 
entire dance—yet with another couple leading the procession.  
 To complete the fifth figure, all four dancers perform a pas de bourée moving backwards, 
the ladies beginning on the right foot and the cavaliers on the left. Both couples turn slightly 
away from one another, so that the first couple faces up the set once again and the second couple 
less so. The first couple then casts down the set (demi tour en dehors) and the second couple 
moves up (demi tour en dedans), as in Playford’s English version of the dance, but with a Lorin 
“flair” of footwork: two pas de bourée and one coupé assemblé. The second couple has now 
taken the first couple’s place; they acknowledge their elevated rank within the set by performing 
a révérence, one to the other. The first couple, by contrast, engages the third couple who has 
remained stationary this entire time. As the first cavalier jumps into place, he faces the third lady 
and she joins him in his little saut. The entire dance is repeated but now with the first and third 
couples as the active dancers. The second and fourth couples remain motionless, in a state of 
pure spectatorship—until they are given their due turn. 
 As in conversation, the rhythm of the contredanse is dynamic and lively. Its movement is 
neither too harried nor languishing, monotonous, or lop-sided. Each party is equally involved and 
engaged. In “Les Cloches,” the first couple continually moves down the set, engaging the other 
three couples in turn, who may also engage one another depending upon the particular 
arrangement of the dancers and their ability at any given moment to form complete sets of two 
couples each. The figures are endlessly repeated until the first couple not only has arrived at the 
bottom of the set but has reasserted their initial position at the top and all the other couples have 
reordered themselves accordingly. The suite of révérences that initiated the entire contredanse is 
repeated before the first couple walks down the middle of the column, shifting the order of 
 132 
couples entirely. The first couple permanently becomes the fourth couple, the fourth the third, 
and so on. “Les Cloches” is officially ended. It is now the second couple who decides (or who 
seemingly decides) which subject of conversation, which contredanse, shall engage and divert 
them—in a perpetual and cyclic rhythm of pure sociability.332 
 From these descriptions, one observes that the general outline of the figures—the turns, 
the shifting of places, the hand claps, and the progression up and down the set—remains 
unchanged from the English to the French versions of “Christchurch Bells” whereas the 
individual movements that weave the figures together and that link the figures into a single dance 
are only described in Lorin’s manual.333 The footwork is specified in the French manual as are 
the gestures of the hands, the positioning of the body, and the direction of the gaze. Lorin even 
goes to the trouble of stipulating that, after clapping, the dancers ought to “open” hands and not 
continue to cling to one another.334 This deliberate addition of structure and inclusion of specific 
detail is customary in early French descriptions and versions of English country dances, 
transforming it into a distinct French dance form. 
 Nonetheless, the contredanse retains certain identifying elements of its English 
counterpart such that it clearly distinguishes itself from other French social dances of the period. 
These characteristics may seem superficial or merely choreographic, but they significantly 
influence the type of sociability embodied by the contredanse. The details of the dance form are 
modified from one given context to another, but they are not altered sufficiently to redefine or 
repurpose the dance itself. The French contredanse is still, at its core, the English country dance 
 
332 Lorin, “Livre,” 27. 
 
333 Lorin, “Livre,” 46. 
 
334 Lorin, “Livre,” 47. 
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and depends upon the same compositional elements to exist as such: numerous couples are 
incorporated into the set and, most often, dance simultaneously; attention is directed to one’s 
fellow dancers rather than to any outside observer or to the presence; the figures composing the 
dance are relatively simple and repetitive; the music is lively and upbeat; the dancers do not 
maintain one place, rank, or even partner on the dance floor but are continually interacting with 
and replacing one another so that their “identity” is perpetually in flux; and the titles and figures 
of the dances echo a dynamic musical tempo, atmospheric joviality, and choreographic 
playfulness. Together, these structural components establish the basis for the type of sociability 
demonstrated by the contredanse such that it contrasts with the hierarchical, staid complexity of 
the danse grave and the latter’s tendency to isolate dancers and subject them to the imperialism 
of spectatorial criticism.  
 Of course, sociability was its own form of “theater” and society its own type of “stage.” 
Moncrif cautioned that young people ought to be well prepared before debuting “sur cette grande 
scène” (on this vast stage) because they would undoubtedly attract the severe and critical gaze of 
society.335 Yet, so did everyone else. The actors in these performances of sociability were also 
the spectators. Although perhaps passively listening or watching one moment, the opportunity to 
speak and take center stage would quickly follow. The contredanse, like conversation, enacted a 
sociable spectacle in which roles existed yet continually changed. Or rather, it cohered the roles 
of actor and spectator in one body—in the corps of the individual dancer and in the corps of the 
dancing community—rendering an ideal enactment of collectivity and a mode of pure sociability 
that responded to the ideological values of Enlightenment-era society.336  
 
335 Moncrif, Essais, 189. 
 
336 In this chapter, I have considered the sociable significance of dual and reciprocal participation in regards to the 
contredanse as societal act. The unification of dancer and spectator in one role and one body also has implications 
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 To demonstrate the inherent sociability of the country dance/contredanse, despite time 
and place, consider another example of choreography that comes from the second half of the 
eighteenth century. In the case of the dance “L’Ut Sol,” its migratory pattern is very difficult to 
trace. There is record of it in an English dance manual entitled Sixteen Cotillons or French 
dances as Perform’d at Court and All Polite Assemblies that was printed in the late 1760s.337 A 
French version is recorded in two separate collections: in the seventh volume of a series 
attributed to the printers Mlle Castagnery, M. Boüin, and M. Blaizot around 1784 and another in 
the first volume of a series distributed by a music teacher and copyist with the surname of Frère 
(date of printing unknown).338 Although the French choreography cannot be documented as 
appearing earlier than the English version, it might be inferred from the subtitle of the English 
manual. Rather than an English country dance being adapted by the French, “L’Ut Sol” is 
reputed to be a French contredanse adopted by the English. Furthermore, as with “Christchurch 
Bells,” there is both a choreographic and terminological alteration. The French classify “L’Ut 
Sol” as a contredanse whereas the English label it a “cotillon.”  It is not the intent of this 
dissertation to debate the relationship between the country dance, the contredanse, and the 
cotillon (one could also add the quadrille, as aforementioned) but enough continuity seems to 
exist between the figures and structure of the French contredanse in its first version (that which 
 
for the type of sociability that the contredanse enacted as a stage dance, as a theatrical act. Rebecca Harris-Warrick 
has rightly observed that we should not hastily disregard stage dances as superfluous adornment or distraction in 
eighteenth-century French theater but rather as integral and meaningful components. I suggest that in the case of the 
contredanse, its presence on stage has implications not only dramatically—for the characters—but also intra-
theatrically—for the spectators silently bearing witness in the space “beyond” the stage. This will be addressed in 
more depth in Chapter 3 of this dissertation. Harris-Warrick, Dance, 1.  
 
337 Sixteen Cotillons or French Dances as Perform’d at Court and All Polite Assemblies… (London, [late 1760s?]). 
 
338 7e Recueil [25e-27e pot-poury] français avec l’explication des figures qui se danse chez la Reine, Pour 1 
instrument, (Paris, c. 1784); Premier Recueil de pot-poury françois les plus à la mode qui se danse chez la Reine 
(Paris, n.d.). 
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was introduced in the late 1670s and deliberately modelled after the English country dance) and 
its second version (that which appeared after 1762, the “square” dance that echoes the quadrille) 
to assume that they are not separate and distinct dances but rather expansions or evolutions of 
one ancestral form. “L’Ut Sol” seems to be, therefore, a French contredanse-become-English 
cotillon.  
 The French version of “L’Ut Sol” is most likely meant to be a single figure in a series of 
nine. Grouping nine separate dances together as a cohesive whole seems to be what qualified a 
pot-pourri in late eighteenth-century French dance manuals. Many French dancing masters found 
the repetition of country dancing to be laborious and dull, and one can perhaps understand why 
in light of the post-1762 revisions to the contredanse that stripped the dance of its visual appeal: 
the continually-weaving and -transforming patterns and shapes drawn by the dancers as they 
changed partners and moved up and down the set. The second version of the French contredanse 
almost always required only four couples, positioned along the edges of an enclosed square, 
facing inwards. Only so much variation was possible in such a defined space! Thus, linking nine 
separate dances together in order to create one dance unit was a way to add variety and interest to 
the performance, both for the dancers and for the spectators. It also contributed to the sociability 
of the dance by incorporating diversity and displaying a diversionary assortment of movements 
in the way that conversation presented a “théâtre d’idées.”339  
 “L’Ut Sol” begins with the first couple, closest to the presence, performing a chassé to 
the left, then to the right, and concluding with a pas de rigaudon (it is not clear if the first 
cavalier and his lady face one another as they perform the chassé or if they face the opposite—
 
339 Moncrif, Essais, 180. 
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here third—couple in the set; it is most likely that the partners face one another).340 The first 
cavalier and his partner then exchange places and return home, finishing with a pas de rigaudon. 
They take both hands and make one rotation clockwise, concluding again with a pas de 
rigaudon. These three sequences of steps are then repeated by each couple, in turn.  
 The English version is hardly recognizable, save the reoccurring movements of the 
chassé and of turning one’s partner by both hands and the musical tempo of 6/8 time. In general, 
there is a great deal more activity in this version than in the French and the spirit of collectivity 
and sociability is more vivacious and visible. For example, the English dance begins with all the 
couples turning clockwise as a group of eight before separating into four distinct subsets that 
continue to turn half-way around the square. The dance concludes in a similar manner, engaging 
all eight dancers simultaneously as they turn with their partners then hey with their contrary 
corners.341 Furthermore, the English version of “L’Ut Sol” engages numerous couples at the 
same time. They do not politely wait their turn as in the French version, nor do their steps 
respectfully imitate or complement the leading couple. They perform different figures and almost 
seem to compete with one another for the attention of the outside observer. 
 Despite these discrepancies and the differences between the longways dance of 
“Christchurch Bells” and the square dance of “L’Ut Sol,” certain characteristics appear 
repeatedly and reinforce the continuity of the particular type of sociability inherent to the country 
 
340 See the analysis of Lorin’s Les Cloches above for a description of a chassé. A pas de rigaudon, according to 
Rameau, begins in first position. The dancer springs in the air, extending the right leg to the side then brings it back 
to first position to land, sending the left leg to the side in a ricochet motion. When the left leg returns to first 
position, the dancer springs a third time into the air yet straight up, landing once again in first position. This is a very 
rapid step, and Rameau describes it as “fort gay” (extremely lively). Rameau, Le Maître, 159. 
 
341 To hey is to weave in and out with two other dancers, often of the opposite gender, until all return to their places. 
Unfortunately, the choreography is written so vaguely in the English version that it is unclear with whom exactly 
each dancer performs this figure.  
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dance/contredanse. First, there is a deliberate inclusion of multiple couples. The dance is 
designed to foster interaction with others. Isolation is impossible, guarding dancers from falling 
into the sociably “immoral” trap of neglecting others and remaining alone in one’s 
individualism.342 Second, rank and position are continually displaced and reinstated. One may 
begin as a first man but will soon become a second man. The first lady may change places with 
her partner or the second man but will return to her original place. This maintains balance within 
the overall structure and a sense of equilibrium that is seemingly “free” and “natural.” Third, the 
choreography is lively and playful. Even in Lorin’s “perfected” version of “Christchurch Bells,” 
he retains the hand claps and adds to the buoyant nature of the dance by including little sauts and 
assemblés that are not in the original English version. This renders the contredanse more 
pleasurable to the performers and the spectators and contributes to the overall justification of its 
sociability. Fourth, in order to counteract any liberality that might accompany this liberty, 
dancers are obliged to return to their initial places and ultimately occupy the role dictated to them 
at the beginning of the dance. A dancer may have the opportunity to gain a higher rank within 
the set as she ascends and descends or rotates; she may even be allowed to occupy the place of 
her partner, transforming the dance set into something “improper” for a moment. But 
consideration of others and respect of order and decorum will always constrain these expressions 
of amour propre and harmonize the overall performance. Fifth, reciprocity governs the 
movements of the dance. First and second couples eventually take one another’s places. Women 
move in contrary, but identical, patterns to those of their male counterparts. The first and second 
couples of a set often echo or mirror one another’s movements. There is an ongoing, but 
balanced, exchange between the individuals who are dancing together. The country dance may 
 
342 Holbach, La Morale universelle, 1: 118. 
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cross geographic borders. It may adopt a new name. It may simplify or diversify to accommodate 
the cultural expectations of the dancers and their spectators, but it does not lose the unique 
quality of sociability embodied by the structures and figures themselves—a sociability that 
loudly echoes that of conversation and that undergirds the entirety of the Republic of Letters. 
 
Interpreting the Sociability of Social Dance 
 All social dance scripts some sort of sociability. It must—by nature of it being “social” 
and physically interactive. Dance demands that dancers exist as “companions” or “fellows” in 
the endeavor to produce coherent or collective movement. To argue that the contredanse 
represents an embodiment of the sociability of the Enlightenment Republic of Letters is not to 
discount the inherent sociability of other dance forms prevalent during the period; nonetheless, it 
is to acknowledge the particularity of any dance form and the community that is created through 
its choreography. The danse grave, which chronologically preceded the contredanse in both 
performance and predominance in France, offered its own form of sociability or “being 
together.” Although appropriating similar founding principles and modes of becoming (such as 
conversation and manners), the ideals of sociability most propagated at the height of danse noble 
popularity differed in purpose and aspiration from those of later models.  
 Elizabeth Goldsmith has argued that “pure” sociability can be achieved only when the 
content becomes the form, when the structure of the interaction is occasioned by its underlying 
purpose.343 She offers the example of the word “conversation”: initially the locus where 
conversing occurred, it later designated the occurrence itself.344 There is a malleability inherent to 
 
343 Goldsmith, “Exclusive,” 10.  
 
344 Goldsmith, “Exclusive,” 23. 
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pure sociability that situates the justification of its existence within (becoming) rather than 
without (become). This is precisely what Simmel describes when he speaks of “purely sociable” 
relationships and interactions—such as those in art or play—as inherently possessing value; they 
need no other reason to exist than the pleasure and purpose they offer to the participants.345  
 Although moving towards this purity of form, seventeenth-century sociability was 
nonetheless still bound to an objective (something to become) that transcended its chosen modes 
of becoming. Its purpose was to assert the pre-determined social status of its adherents and their 
solidarity with other like-classed individuals and to legitimizing their presence within that 
milieu; it designated and scripted mannerly behavior for the purpose of reinforcing social 
hierarchies.346 Being together necessitated codified modes of communication and interaction 
between those who already shared a social identity (namely, the intellectually and socially elite) 
in order to justify and reinforce this identity. Later models of sociability, by contrast, purposed 
mannerliness and proper behavior to slightly different ends. Rather than undergirding the 
hierarchical structure of society, this ideal of being together established its own space within that 
structure, thereby separating itself from the structure. The rules of interaction that governed the 
world of eighteenth-century sociability created a sense of equality and cohesion among the 
individuals who abided by them and who interacted with one another by means of them. It was 
no longer the particular social relationship between the acting individuals that was meaningful or 
that justified their interaction but the act of relating. By respecting and abiding by the principles 
of sociability, they were permitted to be sociable.347  
 
345 Simmel, “Sociologie,” CIX-CX. 
 
346 Goodman, The Republic, 5. 
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 The nuances distinguishing conceptual understandings of sociability are demonstrated 
bodily in the dances contemporaneously preferred. The danse grave (or danse noble) asserted 
one’s ability as a dancer and one’s place in society. As implied by the name itself, it was the 
domain of a certain class of individuals in early modern France, and one’s mastery of it 
confirmed—rather than granted— permission to exist and remain within that world. Even in 
England, the imported French danse grave was privileged by the monarchy above the native 
country dance—evidenced by the protocol of the court ball. During the reign of Elizabeth I, the 
danses nobles were performed first, then country dances.348 In France, court balls, or bals du roi, 
involved hours of idle spectatorship as one couple and then another, ordered according to rank, 
performed a well-rehearsed danse grave (typically à deux, or à trois) before the critical eyes of 
their fellow aristocrats.349 There is little evidence of a country dance ever being performed at the 
French court. In fact, the danse noble was the culmination of appropriating traditional, provincial 
dances and transforming them into a refined art demanding skill and hours of training in order to 
be capably executed. Yet even ability was not allowed to be singular to the individual. Dancing 
masters of the ancien régime set about developing and distributing a repertoire of codified 
movements that could be identically reproduced. The dancer of the danse grave moved about the 
room of her own accord, but all those observing her could predict her every movement. It was a 
dance form highly scripted, highly codified, and, therefore, graciously approved. To dance 
otherwise was to become the laughingstock of society.350 
 
348 Sharp and Oppé, The Dance, 23. 
 
349 Rameau, Le Maître, 49-54. 
 
350 The duc de Saint-Simon records an anecdote where a young nobleman performed poorly at court and insisted on 
returning and dancing at a second ball even after this initial fiasco. Saint-Simon recoils at the audacity of the young 
man and notes that even the king could not refrain from laughing at his imbecility. Saint-Simon, Louis de Rouvroy, 
duc de, Mémoires complets et authentiques du duc de Saint-Simon sur le siècle de Louis XIV et la régence (Paris, 
1856), 1: 33, Gallica. 
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 In the eighteenth century, the trend of controlling and scripting dance was rivalled by an 
insatiable desire for amusement and mirth. Both Cahusac and Bonnet mention in their writings 
how the contredanse had come to take precedence over the danse grave. Bonnet laments: 
 Depuis le mariage de Monsieur le Duc de Bourgogne, on a vû que les danses nobles & 
 sérieuses se sont abolies d’année en année, comme la Boccanne, les Canaries, le 
 Passepied, la Duchesse, & bien d’autres; qui consistoient à faire voir la bonne grace & le 
 bon air de la danse grave, comme il se pratiquoit du tems de la vieille Cour: à peine a-t-
 on conservé le Branle, la Courante, & le Menuet; les jeunes gens de la Cour ayant 
 substituté en la place les contre-danses, dans lesquelles on ne reconnoît plus la gravité ni 
 la noblesse des anciennes.351 
 
 Since the marriage of Monsieur the Duke of Bourgogne, we have witnessed the danse 
 noble and danse sérieuse abolished little by little (dances such as the Boccanne, the 
 Canarie, the Passepied, the Duchesse, & many others), which used to be the signs of a 
 graceful demeanor and noble bearing, as practiced formerly at court: hardly have the 
 Branle, the Courante, & the Menuet been retained; the youth of the court have 
 substituted in their stead the contredanse, a dance form in which one will have difficulty 
 recognizing any trace of the gravity or nobleness of the former dances.   
 
Cahusac takes a less pessimistic approach to the circumstances, but he nevertheless believes it 
important to remark that the contredanse had replaced those dances which were “autrefois à la 
mode” (formerly fashionable).352 In other words, to prefer dances such as “La Bretagne,” “La 
Mariée,” or “l’Allemande” was to be old-fashioned and out-dated, two qualities which would 
certainly have been shunned in the novelty-seeking culture of eighteenth-century France. 
Furthermore, according to Cahusac’s report, it seems to be precisely the alacrity of the 
movement and the incorporation of many dancers that made the contredanse so appealing.353  
 His speculations are echoed in other writings of the day. According to a conversation 
recorded in her memoirs, Mademoiselle de Sternheim seems to have preferred the contredanse to 
 
351 Bonnet, Histoire, 134.  
 
352 Cahusac, “Contredanse,” in Encyclopédie, 4: 133.  
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the allemande because it combined both decency and gaiety. It allowed ladies and gentlemen to 
flirt and dance without “forgetting” themselves or being guilty of a “liberté reprehensible.”354 A 
poem published by the printer in service to the prince de Condé tosses a reference to the 
contredanse among several sarcastic verses that describe what makes a fete so pleasurable. The 
poet remarks:  
 Pour que soit riante une fête,  
 Il faut qu’il crie & qu’il tempête… 
 Tout autre seroit ahuri  
 Dans ce bruiant charivari.  
 Les rigaudons, les contredanses,  
 Des gens ivres les conférences  
 Forment un tumulte infernal  
 Qui du Diable est le tribunal.  
 C’est sauts, momiffles & gambades,  
 Beuglement gueulée, embrassades,  
 Querelle, racommodements,  
 Gros mots, comiques compliments, 
 Chansons, cris à rompre la tête, 
 Sans quoi seroit triste la fête [sic].355 
 
 In order for a party to be truly fun, 
 It must shout and rage: 
 The chaos and the fracas 
 Amidst which it does its business, 
 Are really its true essence. 
 It’s there that it flourishes: 
 Anything less would be a shock 
 In this noisy charivari. 
 The rigaudons, the contredanses 
 The drunkards, the arguments, 
 Create a hellish tumult 
 That’s the courtroom of the devil himself.  
 It’s jumping, face-slapping, & gambades, 
 Throaty bellowing, embracing, 
 Quarrelling, Making-up, 
 Dirty words, funny compliments, 
 Tall-tales, shouting to split your head open, 
 
354 Sophie von La Roche, Mémoires de Mlle de Sternheim, (The Hague, 1775), 1: 181, Gallica. 
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 Without which, the party would be sad. 
 
And in Crébillon fils’ novel Tanzaï et Néadarné, the characters feel obligated to dance a 
contredanse—despite themselves and the decorum that ought to be observed in the presence of 
the Genie—because they are helplessly set in motion by the gay refrains of the music.356 Perhaps 
not surprisingly, the contredanse always seemed to find itself in spaces and circumstances of 
frivolity, playfulness, comedy, and cultural sabotage: carnaval masquerades, opéra-comiques, 
foire theatricals, satiric poetry, or censured fiction. Within the boundaries prescribed by the 
choreography of the contredanse, a certain liberality of expression and movement was allowed 
that did not serve to reinscribe or reinstate the social identity of the dancers. Rather, the dance 
was enjoyed and performed for its own sake and for the sake of interacting with one’s fellow 
dancers. Its demand that one enter into bodily “conversation” (which was often also verbal!) with 
other members of the set and one’s ability to “converse” well once within that set were the only 
determinants of inclusion. Identity and status were defined as one moved through the figures; 
they were not established beforehand and then re-presented in performance.  
 It is important to note that dancing and dances—like other cultural modes of sociability in 
eighteenth-century France such as letters, newspapers, salons, and cafés—did not erase actual 
geographic and occupational communities, societal hierarchies and institutions, public and 
private distinctions, or political power and influence. They did not even offer a “real” and 
durable alternative. The sociable “world” that the contredanse created incorporated these other 
communities that identified the dancers yet escaped definition by them. This is the essence of 
sociability. It weaves a world or network—a “set,” to use a familiar term—of individuals who 
 




legitimize their existence within that world not so much by who they are but by what they do. 
Perhaps this is why Simmel analogizes the sociology of sociability to that of play and art: they 
exist apart from “reality” yet without entirely escaping it.357  
 
The Republic of Dancers  
 The particular sociability microcosmically displayed in the choreography of the 
contredanse manifested also in the dance community at large. The increase in popularity of the 
contredanse and the frequency of its performance within French dance circles occurred 
synchronously with the democratization of the ballroom, the growth of the dance manual 
market—in brief, the expansion of the Republic of Dancers and the socio-historical evolution of 
sociability. This parallelism of historical phenomena may seem coincidental until one observes 
that the sociable principles scripted by the choreographic structure of the contredanse also 
governed the interactive network of readers, dancers, and spectators surrounding it in eighteenth-
century society. More than mere chronological simultaneity united the golden age of the 
contredanse and the burgeoning of the Republic of Dancers. 
 The shift from civility to sociability was mirrored in the discourse of French dancing 
masters and their chosen forms of address for the sociable community of reader-dancers. 358 In 
most writings of the period—including non-dance writings like Rousseau’s Lettre à 
d’Alembert—the substantive preferred to identify the dancing collectivity was that of public. The 
earliest French dance manuals demonstrate their orientation to the world of civility by qualifying 
 
357 Simmel, “Sociologie,” CIX. 
 
358 I refer the reader to Elizabeth Goldsmith’s study of conduct manuals in “Exclusive Conversations” (especially 
her introduction [p. 1-15] and Chapter 1: Seventeenth-Century Guides to Interaction [p. 17-40]) for an excellent 
analysis of this shift and to the introduction of Dena Goodman’s The Republic of Letters (p. 1-11).  
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le public by function (i.e. the reader/the dancer), by status (a specific class or rank of reader), or 
by competence (readers with ability and interest). For example, François de Lauze’s Apologie de 
la danse (1623) and André Lorin’s Livre de la contredanse du Roy (1688) clearly are not 
intended to instruct any common body of interested dancers or readers but solely the nobility. 
Lorin wrote at the request of and for the pleasure of the monarch. He is very specific in 
designating his audience as the French court (consider the lengthy lists of dances dedicated to 
specific members of the nobility) and seems to have no expectation that his readers will actually 
use his text or that they will “participate” in the creation of the dance beyond observing the 
words on the page. His manual seems to petrify the ideal performance of a contredanse rather 
than record the means by which aspiring dancers can achieve it. Furthermore, his preoccupation 
with rank leads him to disapprove of public assemblies outside of the court (because gentlemen 
may ask any lady they wish—regardless of rank) and of all English balls, courtly or otherwise, 
where the habit of unclassified partnership was customary.359 He even condemns the English 
nobility because they have a habit of choreographing and dancing country dances; they preserve 
no distinction between the sovereign author and the obedient performer.360 
  Like Lorin, de Lauze also dedicated his manual to a member of the nobility.361 In his 
writings, he advocates dance as a means of acquiring knowledge of “la Cour & de son monde” 
(the Court and its world) as well as “le bel estre” (elegant bearing), that is, an appearance and 
 
359 Lorin, “Livre,” 33. 
 
360 Lorin, “Livre,” 30.  
 
361 De Lauze dedicates his work to the marquis of Buckingham, a particularly interesting gesture in light of the 
binaries that we are exploring simultaneously in this chapter: civility and sociability, danse noble and contredanse, 




comportment pleasing to good society.362 Here, he is firmly within the domain of civility. He 
discredits those dancers who lack ability or sufficient interest, but unlike Lorin, he ignores any 
qualification of rank or class, and maintains a familiar relationship with the reader through direct 
address (le lecteur).363 He seems to imagine his dancers interacting with his written instructions, 
reading and practicing the dances and the corporeal decorum that he describes.  
 With the turn of the century, dance manuals became ever more prevalent and available 
and the designation of the imagined public of reader-dancers increasingly more general. For 
example, in 1700, Raoul Auger Feuillet published his most important work Chorégraphie and 
directly addressed it to le public. Although this public is later described as dancing masters and 
their students, Feuillet mentions that the choreography set forth will be so clear and easy to 
understand that it can be transcribed and disseminated in letters between dancers (to take a cue 
from the Republic of Letters)—beyond the confines of a physical dance lesson or the authority of 
the dancing master. Yet, Feuillet does not stop here. The same year, he received a Royal 
Privilege to annually publish small, reasonably-priced collections of new choreographies. In the 
forward to the 1703 edition of this series, he expands le public to include not only those outside 
Versailles (i.e. in Paris) but also those outside of Paris.364 The network implied in his 
Chorégraphie becomes, thereby, explicit. In the 1706 recueil of new dances, he announces that 
he will begin publishing another serial collection—solely containing contredanses—on account 
of the growing demand for this specific dance form.365  
 
362 De Lauze, Apologie, 17-18. 
 
363 De Lauze, Apologie, 16. 
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 In 1762, Sieur de la Cuisse produced Le Répertoire des bals, ou Théorie-pratique des 
contredanses. Few country dance manuals seem to have been printed between Feuillet’s recueils 
early in the century and de La Cuisse’s mid-century text; and the lapse of several decades of 
practice and performance seem to have generalized and popularized the definition of the 
contradancing public even more.366 For de La Cuisse, the “public” is not only composed of 
dancing masters and their students but “tout le monde.”367 Granted, it is difficult to determine 
whether de La Cuisse is employing the phrase to imply all of “polite society,” hence inscribing 
himself within the tradition of “worldliness,” or a more modern and literal conglomeration of 
“everyone.” Yet since he never refers to class or rank in his text but instead qualifies his 
readership by the roles that each will play in the process of learning and performing (dames and 
cavaliers, young people receiving instruction, spectators or figurants, etc.), it is reasonable to 
assume that the public here is, indeed, as liberally and popularly defined as Feuillet’s. In other 
words, anyone—regardless of social or economic class—who is willing and able to read and 
correctly interpret the choreography set forth in the dance manual is included in this public of 
dancers being woven together by the printing and circulation of the text and by their common 
desire to participate. 
 English dance manuals from the eighteenth century do not speak of the public as a 
totality as frequently as French manuals; the descriptions of the dancers underscore their 
individuality within the collectivity in the manner of de La Cuisse’s text. The English public is 
 
366 The passing of time also witnesses a change in the choreographic form of the contredanse, as we observed in 
Chapter 1. The longways version, or the contredanse anglaise, that begins the century is not that which emerges 
after the “period of silence” from 1715 to 1762. Rather, the dance that emerges is the contredanse française, a 
square- formation dance that closely resembles the quadrille. The reasons underlying this choreographic 
transformation merit further study and exploration, but I refer the reader to Chapter 1 of this dissertation for 
preliminary remarks. 
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comprised of “ladies,” “gentlemen,” “couples,” “partners,” “dancers,” and so forth. In the most 
simplistic of manuals, the community of reader-dancers is referred to simply as “all.” Thomas 
Hurst in his manual The Cotillons, Made Plain and Easy offers only the qualification of anyone 
“who is desirous of amusement” or “as may think proper to practice [country dances].”368 For 
this dancing master, even ability is no reason for exclusion, and it is the willpower of the dancer 
and her appetite for pleasure that grants her access to the dancing community.369  
 Once again, the sociable language associated with conversation appears together with the 
country dance/contredanse form. Conversation was an evolving process whereby the mind, or the 
esprit, mediated quantifiable content. Because partly dependent on material matter such as 
words, gestures, and thoughts, conversation necessitated some effort of learning and studying its 
constituent parts. For example, Scudéry and Callières both acknowledge that reading was useful 
for acquiring and acquainting oneself with the “content matter” of conversation.370 Similarly, it 
was expected that dancers would study the material of the contredanse, and various means were 
at their disposal to accomplish this task. Advertisements for dance lessons, public balls, and 
dance manuals in social magazines and newspapers of the eighteenth century all indicate venues 
of learning and practice. The advertisements also offer clues as to who might have been able to 
afford the services of a dancing master or subscribe to a series of choreographic publications. 
They contribute additional detail to the portrait of the Republic of Dancers that is painted in the 
dance manuals and nuance the depiction. As with the choreography of the contredanse, the 
 
368 Thomas Hurst, The Cotillons, Made Plain and Easy in an Accurate and Practicable Manner […] (London, 
1769), 10. 
 
369 Hurst, The Cotillons, 7. 
 
370 Scudéry, “De parler trop,” 37; Calières, De la science, 37.  
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reality of reading, learning, and performing shrouded social distinction in a politics of sociability 
but also reinforced it with the economics underlying this polite facade.  
 In England, a diverse spectrum of incomes would have had access to instruction in social 
dancing. The London-based political newspaper the Country Journal or the Craftsman offers an 
interesting starting point. Published weekly in four folio pages from 1726 to 1750, the Country 
Journal primarily was comprised of political essays, accompanied by several advertisements and 
some reports of national and international news.371 Among the advertisements are those for 
annual collections of new country dances, selections of “useful” dances or those deemed “the 
best,” and descriptions of choreographies popular at the court and at public assemblies.372 One 
advertised manual Twenty-four Country Dances for the Year 1736 sold for the price of 
sixpence.373 Although certainly an improprious purchase for the lowest working classes, the 
lower-middle class would easily have been able to afford a copy.374 Another advertisement for 
The compleat Country Dancing Master does not list a price, but as a three volume set, one can 
expect the cost to have been quite significant.375 Comparable manuals sold for three shillings, 
 
371 Alok Yadav, “The Craftsman (1726-1752) and Gray’s-Inn Journal (1753-1754),” Historical Outline of 
Restoration and 18th-Century British Literature, George Mason University, accessed March 7, 2019, 
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372 Advertisements, The Country Journal or the Craftsman (London), Apr. 12, 1729, May 17, 1729, Jan. 3, 1730, 
and Nov. 27, 1731, Burney Newspapers Collection. 
 
373 Advertisement, The Country Journal or the Craftsman (London), Nov. 1, 1735, Burney Newspapers Collection. 
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Huntington Library Quarterly 77, no. 4 (2015): 373–416; “Currency, Coinage and the Cost of Living,” The 
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sixpence per volume in mid-eighteenth-century London. Some country dance choreographies 
were sold “together or apart.”376 “Together” the collection sold for two shillings, sixpence, so 
“apart,” the choreographies would have cost less and appealed to the intended public of “any 
Capacity.”377 Purchasing the dances bound was quite costly, but selecting them in an unbound 
and “stitched” form rendered the purchase more affordable.378 Some manuals were outrageously 
priced, costing a whole guinea.379 One can only imagine the kind of gilding that must have 
ornamented such choreographic descriptions! Clearly, the advertisements for dance manuals 
targeted a wide range of incomes and allude to a community of reader-dancers that had the 
potential to be quite large. It also seems that the cost of dance manuals in London remained 
constant. An October 2, 1743, issue of the Daily Advertiser describes an annual collection of 
minuets and country dances selling for the price of sixpence, and a January 16, 1752, issue lists 
five, bound-volumes of country dances at three shillings each.380 These prices are consistent with 
those recorded early in the century. 
 More monied classes in London could be part of the Republic of Dancers through 
additional means: for instance, hiring a private dancing master or attending semi-public dance 
lessons. An advertisement in the August 5, 1749, issue of the General Advertiser announced 
weekly dance lessons held by dancing master Nicholas Dukes, to which gentlemen could 
subscribe for the price of two guineas (See Figure 2.3).381 The first guinea was to be paid in 
 
376 Advertisement, Country Journal or the Craftsman (London), Apr. 5, 1729, Burney Newspapers Collection. 
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381 Advertisement, General Advertiser (London), Aug. 5, 1749, Burney Newspapers Collection. 
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advance and the second upon completing one month of instruction. After a sufficient number of 
such lessons, these gentlemen subscribers were promised to be “speedily qualified” and “capable 
of performing in any polite Company whatever.”382 Subsequent advertisements posted by the 
same dancing master explained that if a gentleman were too embarrassed to appear at these male-
only lessons, he could ask the dancing master to meet him in his home or in a tavern so as “not to 
be seen by any Body.”383 Ladies would, most certainly, only wish to invite the dancing master to 
their homes (See Figure 2.4).  
 It is quite difficult to equivalently document the economic foundations of the reading-
dancing community in eighteenth-century Paris. Advertisements, such as those prevalent in 
English newspapers, are much scarcer in French affiches although the quantity significantly 
increases in the decades preceding the Revolution. By comparison, references to balls where the 
contredanse was or would be danced appear quite early in the century. Nonetheless, the “threads” 
of information that do exist weave together a network of eager French dancers, enterprising 
dancing masters, and their prospective spectators and critics that was similar to that in London, 
but the “fabric” of the Paris-based Republic of Dancers appears of a much tighter weave. 
Consider, by means of example, an announcement in the October 26, 1750, copy of Les Affiches 
de Paris. By royal decree, dancing masters were forbidden from hosting lessons or practice 
sessions on Sundays and holidays. They were equally barred from accepting soldiers, servants, 
accused criminals, women, and girls as students.384 A 1777 issue of the Journal de Musique alerts 
its readers that Monsieur Bacquoy-Guédon, former dancer at the Théâtre Français and current 
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dancing master in Paris, would offer a six-month series of open dance lessons, to begin 
December 15.385 Lessons would take place three times per week, from five until eight o’clock in 
the evening, and participants might choose to subscribe to the entire six months of lessons or 
only three. The announcement concludes with a stiff warning that women will not be granted 
entry. Clearly, “public” dance lessons could be, in reality, quite exclusive affairs.  
 Bacquoy-Guédon had been advertising his services to Parisian dancers for several years 
and in different publications. One of his first announcements for dance lessons is specifically for 
crippled and lame children.386 The dancing master boasts a new training method, based upon 
scientific study of the muscular and neurological systems of the human body such that he is 
capable of restoring the bodies of his students to their “natural”—that is ideal—state. Nearly two 
decades later, he is still advertising his services, depicting himself as an innovator in his field. 
His lessons are composed of three parts: to begin, he addresses the whole body and teaches how 
to properly hold and carry oneself not only when dancing but in every daily activity: “depuis 
qu’on se leve jusqu’à ce qu’on se couche” (from the time one rises until one goes to bed).387 The 
second segment of lessons concentrates on learning measure, rhythm, and cadence and the third 
on the steps of the menuet and contredanse.388 Furthermore, he now teaches several dancers at 
once.389 Bacquoy-Guédon describes this approach as a tactique civile and claims that the method 
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is more in the public interest than private lessons. Certainly, these classes en masse (or, as 
Bacquoy-Guédon will later call them, cours publics, “public lessons”) would be more practical 
as one would actually have a partner with whom to dance. Nevertheless, as the dancing master 
never included the cost of lessons in his advertisements, one cannot conclude that this “tactique 
civile” was financially in the interest of the public good as well. 
 In addition to lessons, Bacquoy-Guédon also advertised his writings, available for 
purchase to those who did not employ his services as a dancing master or who desired written 
supplementation.390 Yet, here, Bacquoy-Guédon is not alone. Other Parisian dancing masters 
were also publishing and announcing theoretical treatises, explanations of methodology, and 
specific choreographies. Particularly after 1762, a tremendous shift occurs in the French 
contredanse manual market. Prior to this year, I have located but a single advertisement for a 
contredanse manual: the Neuvième Recueil de contredanses, tells qu’elles ont été dansées aux 
bals de S. Cloud & de l’Opéra, pour les violins, flutes, & hautbois, gravé par Mlle Bertin.391 This 
isolated example is invaluable, however, for it provides several important pieces of information. 
First, given that this is the ninth manual in a series, one understands that other collections of 
contredanses were being printed and sold prior to 1762—even if they were not advertised. 
Second, the title of the collection indicates that the contredanse was being performed at balls 
hosted in Paris and elsewhere. The Opéra had been holding “public” balls since 1716, but as 
there are very few contredanse manuals that remain from the period 1715-1762, it can be 
difficult to conclude if the dance form remained popular throughout the eighteenth century or 
merely enjoyed “pockets” of popularity early and later in the period. It is also difficult to 
 
390 Livres nouveaux, Affiches, annonces et avis divers ou Journal général de France [Affiches de Province], Oct. 26, 
1784, Google Books.  
 
391 Livres, Les Affiches de Paris [Petites Affiches], Jul. 1, 1748, Gallica. 
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determine how regularly the contredanse featured in the repertoire of public balls, but a manual 
in series indicates that it was danced with some consistency. Moreover, the Neuvième Recueil is 
advertised in a July issue of the Affiches de Paris. The ball season occupied the winter months 
and never extended past Lent. Hence, this advertisement implies that dancers were eager to 
practice during the off-season so as to better prepare for future social engagements. 
 After 1762, there is no question as to the popularity of the contredanse among dancers, 
nor of the demand for instructional manuals in order to adequately prepare for upcoming balls. 
The notable increase in the quantity of texts available for purchase and the explosion in the 
number of different contredanse choreographies alert to the fact that something had changed in 
the French perception and reception of the English country dance. Two of the manuals that seem 
to have initiated, or simply responded to, this trend in dance fashion are de La Cuisse’s 
Répertoire, discussed previously, and Perrin and La Hante’s Chorégraphie nouvelle, ou Méthode 
pour former & danser soi-même les Contredanses.392 De La Cuisse’s broadening understanding 
of his readership and his deliberate address of “the public” has already been discussed, but Perrin 
and La Hante make use of this same terminology. They too speak to the “public” (and, 
specifically, the “très-nombreux” dancing public), and they echo de La Cuisse’s “tout le monde” 
by describing the taste for dance as quite “général[e].”393 Interpreting the adjective in light of its 
contemporary definition, one understands that this “general” eagerness described was a 
concession on the part of the dancing masters to a phenomenon so common as to be nearly 
 
392 I have been unable to locate a copy of Perrin and La Hante’s work. Several collections of literary works, edited 
and published at the end of the eighteenth and the beginning of the nineteenth centuries, attest to the existence of the 
text and to its actual publication, even though a copy of the manual itself does not seem to have survived. 
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“universel.”394 Furthermore, de La Cuisse, Perrin, and La Hante all desire that their treatises be 
“useful.” Not merely aesthetic adornment for library shelves, these dance texts were designed to 
be read, to be used by their owners for the purpose of learning how to dance. Whether 
advocating the “democratization” of the dance or embracing a trend led by the choreography of 
the contredanse itself, the Republic of Dancers in Paris was gradually enlarging.  
 The cost of the collections of contredanses or that of individual sheets containing one 
choreography help to concretize this theoretical expansion of the French dancing public. The 
recueil of contredanses advertised in the Affiches in 1748 was listed at a price of two livres, eight 
sols. Advertisements from the 1770s confirm that some collections continued to sell at this high 
price, but they were not the only dance manuals available to the public. Other collections, such 
as the Quatrieme recueil de contredanses [sic], published by Mlle Girard, sold for one livre, four 
sols.395 Another, entitled Septieme recueil de pot-pourris françois, avec l’explication des figures 
qui se danses chez la Reine, sold at the shop of M. Bouin, was listed at one livre, sixteen sols.396 
The prices of two livres, eight sols and one livre, four sols seem to have been the most typical, 
although there were outliers such as Les Plaisirs du Bal de Manheim, containing fourteen 
contredanses anglaises and six contredanses françaises, which sold for three livres, or the 
Deuxieme Recueil de Menuets & Contredanses Nouvelles, dansées au Vauxhall, which was listed 
at sixteen sols.397 Of course, this disparity in prices was most likely due to the number of dances 
included, the quality of the printing, and the formatting of the printed text—bound or unbound, 
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396 Almanach musical, 5: 1029. 
 
 397 Almanach musical, 5: 1029; Journal de Musique, 1: 178. 
 
 156 
stitched or un-stitched. For example, dancers could purchase l’Almanach dansant, ou positions & 
attitudes de l’Allemande, avec un discours préliminaire sur l’origine & l’utilité de la Danse; 
dedié au beau sèxe, par Guillaume, Maître de danse, pour l’année 1770, où se trouve un 
Recueuil de Contredanses & Menuets nouveaux in standard black ink for thirty sols, or they 
could buy it “avec couleurs” (presumably with red ink) for thirty-six sols.398 In addition to these 
collections, there were also hundreds of individual leaflets, or feuilles, that rolled off the printing 
presses. These thin pamphlets—customarily of four pages—sold for four sols each. They could 
be gathered by an individual dancer and bound in any way or in any order that she so chose.  
 It is somewhat difficult to determine who might have been able to purchase these dance 
manuals and choreographic leaflets as the cost of goods and the value of labor seem to have been 
very unstable in ancien régime France.399 For the first half of the century, a pound of white bread 
sold for less than three sols. In 1766, the price of a four-pound loaf of bread in Paris was eight 
sols, six deniers, a price which Steven Kaplan describes as still “accessible to the bulk of the 
Paris population.”400 Although working with figures from later in the century, George E. Rudé 
averages that—at this price per loaf—the average journeyman mason, earning an effective daily 
wage of twenty-four sols, would have spent thirty-seven percent of his income on bread.401 A 
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goldsmith, earning effectively sixty sols, would have spent fifteen percent of his daily wage on 
bread, assuming the price of nine sols for a four-pound loaf.402 A pound of butter cost nearly as 
much as a loaf of bread: varying anywhere between eight to twelve sols.403 Given these costs as a 
means of comparison, purchasing a collection of dances would have been unthinkable to the day 
laborer and quite an expenditure for even an artisan who was additionally supporting a wife and 
children on his income. To the latter, however, a leaflet of dance instruction may have been a 
much more reasonable expense, yet there is the deciphering of such a manual that must also be 
considered. Dancing masters produced these manuals for the purpose of advertising their 
services and obligating the dancer to employ them—not “liberating” the population with the 
means of self-instruction. Hence, it appears that the nobility and upper middle classes would 
chiefly have constituted “the public” to whom French dancing masters addressed themselves. 
Nonetheless, the possibility of participation always remained open—both in the choreographic 
movement of the contredanse and in the dance manual market. Here, the sociability of the 
Republic of Dancers exactly echoes that of the Republic of Letters: inclusion was universal in 
principle yet mediated by actual socio-economic factors. The lower middle-class was not barred 
from learning to dance if they could access a dance manual and decipher the movements without 
the assistance of a dancing master. De La Cuisse would even write that one of his intentions in 
foregoing the use of Feuillet’s choreographic notation was to make his work more accessible to 
the novitiate, the theoretically ignorant, and the technically uninclined. Aiming to be as 
“intelligible” as possible, de La Cuisse rejected “notions superficielles”—complicated 
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choreographic notation, understood only (and barely then) by the “maitres de l’art”—and instead 
set forward an explanation of the contredanse that was simpler and “plus à la portée de tout le 
monde” (better suited to the general public).404 
 Even if one could afford to learn to dance, having an opportunity to demonstrate one’s 
contredanse skills was quite another matter. Dance manuals and dancing masters alike assumed 
that the dancer learned to dance primarily to better perform in public. Whether it be a question of 
mastering the most fashionable contredanses, recalling an older repertoire, or simply becoming a 
more agreeable partner (who would not blunder about or step on others’ toes), dance manuals 
were designed to be used as a means to these ends. Consider, for example, how de La Cuisse 
encourages his readers to copy the lines of movement, engraved in his manual, onto the floor of 
their homes and then walk upon the lines, thereby literally embodying the text and enacting 
correct performance of the figures.405 English dancing master Kellom Tomlinson devoted an 
entire chapter to explaining how the dancer ought to hold the dance manual such that the page of 
the book would align with a side of the dance space sketched out in the illustrations. He 
describes how the dancer must turn the written text as she physically turns about the room so as 
to move in the correct direction of the step.406 Moreover, both de La Cuisse and Tomlinson 
employ a vocabulary which assumes the display of their readers’ acquired skills. De La Cuisse 
speaks of the “societies” and the “companies” in which dancers would find themselves.407 He 
frequently references the musicians who accompany the dancers and the balls where theses 
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dances are performed, and he laments—on behalf of the spectators—the time that is lost to them 
when the dancers are not properly instructed and spend unnecessary minutes debating how the 
contredanse should be executed.408 Tomlinson also speaks of these spectators (or “beholders,” as 
he calls them) to whom a well-danced contredanse offers “an agreeable Landscape or Prospect of 
so many Pairs of fine Gentlemen and Ladies gracefully in Motion to the Sound of Music.”409 He 
speaks of the dance being “performed” and warns dancers that their ignorance could “expose” 
them to the spectators, watching and, it seems, judging too.410  
 Nearly without exception, every dancing master or dance manual alludes to a ball (public 
or private, royal or urban) or an assembly, at which the dancer would find herself. Many 
collections of contredanses are grouped according to where they were recently performed: 
dances chez la Reine, pour le Bal de l’Hotel de Richelieu, aux Fêtes forrainnes, or—nearly 
formulaically in English manuals—“at Court, at Bath, and all Public Assemblies.” Charles Pauli 
would describe these all-important balls as “une espece de téatre où la jeunesse fait briller son 
addresse; où les personnes qualifiés deployent leur bonne grace; où même les personnes 
respectables se font honneur de montrer d’avoir cultivé la danse dans leur jeunesse” (a sort of 
theater where the youth can shine: where qualified people demonstrate their elegant demeanor; 
where even respectable people do themselves the honor of showing off how they once danced in 
their youth).411 
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 In France, those of the upper classes or those who frequented the social circles of the elite 
might be invited to any number of balls, especially during the winter months and the carnaval 
season. Pauli lists six types of balls: the bal de cérémonie, the bal de réjouissance, the bal de 
divertissements, the bal d’exercice, the bal paré, and the bal masqué.412 Here, he categorizes 
these gatherings by function or protocol. Other dancing masters employed terminology that 
referred to place as well as to purpose. Pierre Rameau, for example, discusses bals particuliers 
(hosted by individuals of the aristocracy and bourgeoisie at their Parisian hôtels or at their 
country estates), bals du Roy (called in other sources bals royaux), and bals reglez. Balls that 
take place within intimate family circles are simply assemblées.413 It must be noted that these 
social categorizations were not exclusionary. A bal du Roy might also be a bal paré, and a bal 
reglé could also be masqué. The most notable of these balls were described in the gazettes and 
socialite magazines of the day, extending an invitation to attend and participate in the community 
of contredanseurs that they gathered through reading. For example, the Mercure de France of 
February, 1730 noted a ball given by the duchesse d’Orléans—where invitees danced the 
contredanse.414 The November, 1719 issue of the Nouveau Mercure reported a bal royal held on 
September 4, at which the guests performed contredanses anglaises.415  
 And then there was the innovation of the century: the bal public (see Figure 2.6). Public 
balls, in opposition to other types of balls, were ruled by ticket-entry rather than invitation.  If a 
dancer could afford the cost of a billet and could assemble some sort of costume, she would be 
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permitted to participate, regardless of what class or rank she might actually hold. The ticket was 
the right of entry. One announcement in the Affiches de Paris, des provinces, et des pays 
étrangers warned interested dancers that they would be barred from entering the ballroom if they 
had not paid, if they were not masked, or if they carried arms (above all swords)—and threatened 
violators of these policies with imprisonment!416 The cost to attend this ball was, comparatively, 
quite inexpensive (an écu, or three livres) but even then, only the wealthiest—and, most likely, 
the noblest—could have routinely afforded such an amusement.417 But by banning swords and 
mandating masks, it seems that the hosts at the Académie de musique were intent on erasing all 
semblance of social hierarchy. No outward signs of status or class would have been present in 
the ballroom. This erasure of social signifiers marked the public ball as a truly sociable space. 
Foregoing ordinary codes of behavior allowed dancers to enter another world—albeit also 
governed by its own set of rules and conventions—and to enjoy the semblance of equality. The 
institution of the bal public, where the contredanse featured prominently, expanded the sociable 
world cultivated within the dance form itself.418 Freed from social constraints, dancers could 
enjoy the simple pleasure “de voir & d’être vû, de se montrer & d’observer” (of watching and 
being watched, of performing and of observing), as one writer had described it. 419 Reciprocity 
and pleasure were the governing principles of these sociable amusements. 
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 “[U]ne république danse-t-elle ?” (Does a republic dance ?) demanded Louis Mercier in 
Le Nouveau Paris.420 The king had danced, Mercier reminded his readers, but did a republic 
dance? Could it dance, he almost seemed to be asking. From the relative safety of the 
Directory—gazing retrospectively through the smoke and blood of the Terror onto a monde that 
still glided effortlessly along the choreographic lines drawn decades before by the Sovereign of 
Dance himself and that yet found endless reasons for conversation in the lavish spectacles of the 
court and the ignoble escapades of Paris—Mercier compared what he had seen to what he was 
seeing. He could not conceive how (re)public balls, where dames and cavaliers no longer danced 
but only citizens, would somehow be able to regain the zenith of refinement and culture that pre-
Revolutionary dancers had demonstrated. “Louis XIV, Louis XV, et les bals de la cour, qui les 
remplacera? Qui remplacera le menuet de la cour, où la danseuse archi-princesse tournoit le 
derrière à son danseur archi-prince pour présenter le devant au roi de France?” (Louis XIV, 
Louis XV, and the balls of the court, what will replace them? What will replace the courtly 
menuet, where the dancing arch-princess turned her back to her partner the arch-prince in order 
to show her face to the king of France?) he moaned. 
 But a republic could dance—perhaps not a republic of citizens but a Republic of Dancers, 
certainly. If Mercier had only turned to the pages of the Lettre à d’Alembert and heeded the 
philosophizing voice of Rousseau—whom he already held in such high esteem—he would have 
discovered a ready response to his anxious reflections. The people—the public—would replace 
the dancing kings and queens of the ancien régime and through the re-presentation of themselves 
as a choreographed, synchronized collectivity of bodies, they would offer a spectacle that would 
 
420 Louis Mercier, “Les bals d’hiver” in Le Nouveau Paris (Paris, 1797), 3:135, Gallica. 
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rival that of the monarchy. They would play the roles that, once, they had only been permitted to 
watch. By learning the rules of reciprocity and equality, they could enter into polite, embodied 
conversation with one another and establish a self-sustaining community that had no need of an 
external figure of authority to legitimize or harmonize its existence.  
 This erasure of “ritualistic constraints” and “corporate hierarchy,” which accompanied 
and defined the sociability of the eighteenth century, is precisely what imbued it with 
parapolitical potential. 421 Neither the Republic of Dancers, nor the Republic of Letters, was a 
political republic which could replace or even rival a monarchical government. Yet simply 
because Enlightenment sociability sought to disentangle the intimate relationship of society and 
state maintained by absolutism and distinguish sociability from statecraft does not utterly devoid 
society of politics.422 Keith Baker has defined a political culture as the structures and 
relationships within which different parts of society make claims on one another.423 A political 
culture is one that depends on “the set of discourses or symbolic practices” by which individuals 
enter into a contractual relationship with one another and hold one other accountable to act and 
interact in accordance with the expectations set by these practices.424 Baker uses the language of 
eighteenth-century sociability (i.e., discourse, interaction) to interpret and understand eighteenth-
century politics because the political—that is, the establishment of a legitimizing and regulating 
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authority through reciprocal, interactive relationships—already exists within sociability itself. 
The citizens of the Republic of Dancers were not governing sovereigns but they were not entirely 
without sovereignty. 
 The fact that the reach of this performance of sovereignty extended only as far as the 
borders of the Republic of Dancers itself is what guarded the contredanse from becoming an 
outright political statement. The contredanse did not aspire to being radical or revolutionary; its 
purpose was to amuse and divert, to engage the dancers in a bodily conversation and to create a 
pleasant spectacle for those observing. Rousseau precluded the theater from republican virtue 
and from the type of collective performance modelled by social dance, but eighteenth-century 
dancers saw no necessity in making this distinction. The Republic of Dancers enlarged the 
philosophe’s strict notion of legitimate, sociable dancing communities, including not only bals 
publics and circles dances en plein air but also staged, theatrical contredanses. Participation in 
the Republic of Dancers could be imaginary but still very real.
 165 




 Faulkland. Fool! fool that I am! to fix all my happiness on such a trifler! S’death! to make herself the pipe  
  and ballad-monger of a circle! to sooth her light heart with catches and glees!—What can you say  
  to this, Sir? 
 Captain Absolute. Why, that I should be glad to hear my mistress had been so merry, Sir. 
 Faulk. Nay, nay, nay—I am not sorry that she has been happy—no, no, I am glad of that—I would not have 
  had her sad or sick—yet surely a sympathetic heart would have shewn itself even in the   
 choice of a song—she might have been temperately healthy, and somehow, plaintively gay;--but,   
 she has been dancing too, I doubt not! 
 Acres. What does the gentleman say about dancing? 
 Abs. He says the lady we speak of dances as well as she sings. 
 Acres. Aye truly, does she—there was at our last race-ball------ 
 Faulk. Hell and the devil! There! there!—I told you so! I told you so! Oh! she thrives in my absence!— 
  Dancing![…] 
 Abs. For Heaven’s sake! Faulkland, don’t expose yourself so.—Suppose she has danced, what then?—does  
  not the ceremony of society often oblige----- 
 Faulk. Well, well, I’ll contain myself—perhaps as you say—for form sake.—What, Mr. Acres, you were  
  praising Miss Melville’s manner of dancing a minuet—hey? 
 Acres. Oh I dare insure her for that—but what I was going to speak of was her country dancing:--odds  
  swimming! She has such an air with her!— 
 Faulk. Now disappointment on her!—defend this, Absolute, why don’t you defend this?—Country-dances!  
  jiggs, and reels! am I to blame now? A Minuet I could have forgiven—I should not have minded  
  that—I say I should not have regarded a Minuet—but Country-dances! Z------s! had she made one 
  in a Cotillon—I believe I could have forgiven even that—but to be monkey-led for a night!—to  
  run the gauntlet thro’ a string of amorous palming puppies!—to shew paces like a   
  managed filly!—O Jack, there never can be but one man in the world, whom a truly modest and  
  delicate woman ought to pair with in a Country-dance; and even then, the rest of the couples  
  should be her great uncles and aunts! 
 Abs. Aye, to be sure!—grand-fathers and grand-mothers! 
 Faulk. If there be but one vicious mind in the Set, ‘twill spread like a contagion—the action of their pulse  
  beats to the lascivious movement of the jigg—their quivering, warm-breath’d sighs impregnate the 
  very air—the atmosphere becomes electrical to love, and each amorous spark darts thro’ every  
  link of the chain! […]425
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 English playwright Richard Sheridan’s initial foray into comedy exploited the kinetic 
contrast between eighteenth-century dance forms to slip unspoken subtexts to the audience. The 
Rivals premiered in London in 1775, was met with disapproval but quickly revised to great 
acclaim.426 Although Sheridan’s characters never perform a choreographed dance—there are no 
interspliced divertissements or stage-directed formations in The Rivals—dancing nonetheless 
plays a critical role in the playwright’s comic strategy. For example, in Act III, Scene 5, Squire 
Acres, an admirer of Miss Melville’s cousin Lydia Languish, erupts into a rant on the technical 
differences between minuets, country dances, allemandes, and cotillons. He cannot seem to 
master the steps of a French cotillon although he claims that he “can walk a Minuet easy enough 
when I’m forced!—and I have been accounted a good stick in a Country-dance.”427 Through 
comique du geste but also plays-on-words, Sheridan borrows the socio-ideological contrast of 
country clumsiness (English country dance) and cosmopolitan refinement (French cotillon) to 
provoke a laugh, but he then spins Acres’ diatribe to assert cultural distinctions—and English 
superiority. “I shall never prosper at ‘em [cotillons and allemandes], that’s sure—mine are true-
born English legs—they don’t understand their curst French lingo!—their Pas this, and Pas that, 
and Pas t’other!—d—n me, my feet don’t like to be called Paws! no, ‘tis certain I have most 
Antigallican Toes!” the squire bellows.428 For the audience, the humor lies in being able to 
recognize the social type embodied by the character and the socio-cultural milieu that 
contextualizes the scene but then being able to secure a safe distance between the fictional world 
and their own reality, between themselves and the character. They are sufficiently familiar with 
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all the dance forms listed by Acres that they are able to imagine the steps and figures and to 
contrast an ideal performance of these dances with the squire’s blundering and lumbering—to 
comic effect. Yet their physical position outside the sealed space of the stage justifies their 
exemption from the mockery regardless of however much they might recognize themselves in 
Acres’ parodical performance.  
 Joseph Harris describes this intellectual separation of audience and play in comedy as the 
“crucial gulf” that allows the theater-goer to feel some “detached authority” and superiority to 
what is being ridiculed on stage.429 Spectators allow themselves to identify with the comic only 
insofar as they can then excuse themselves from its critique.430 In Act III, Scene 5 of The Rivals, 
eighteenth-century English audiences could recognize the dance forms illustrated by Acres but 
then withdraw from his butchered representation of them by assuring themselves that they did 
not perform a cotillon or a country dance as he did, thereby preserving some dignity. Matthew 
Bevis remarks that it is this “oscillating rhythm of immersion and distance” in comedy which 
allows the spectator to safely laugh at himself, his society, and universal humanity.431  
 The audience may be allowed some distantiation from comedy’s critiques, but the stage 
never permits total isolation. Jean Marsden, eighteenth-century theater scholar, concludes that 
the success of early modern theater productions relied upon an intimate albeit invisible 
interaction of spectator and spectacle, which implicated the physicality and metaphysicality of 
both actor and audience.432 Theatricality, regardless of generic structure, depends upon the 
 
429 Harris, Inventing, 124.  
 
430 Harris, Inventing, 150.  
 
431 Matthew Bevis, Comedy: A Very Short Introduction (Oxford: Oxford Univ. Press, 2013), 21. 
 
432 Jean Marsden, Theatres of Feeling: Affect, Performance, and the Eighteenth-Century Stage (Cambridge, UK: 
Cambridge Univ. Press, 2019), 43; Helen Nicholson, “Emotion” Contemporary Theatre Review 23, no. 1 (Feb. 
2013): 20. 
 168 
embodied mechanics of human consciousness and reflection; the play uses the acting body to 
make the spectating body think and reminds the spectating body via the acting body that even the 
highest capacities of human existence are contained within a commonplace corporality. 433 
Borrowing a phrase from professor of drama Helen Nicholson (who, herself, seems to plagiarize 
Sheridan’s comic character Faulkland), Marsden frames eighteenth-century audience affective 
response as a “contagion.”434 The term “contagion” connotes detrimental, even fatal, physical 
effects, carried out by an impersonal force upon innocent, unsuspecting bystanders. It denotes 
physicality but also morality and sentimentality, Marsden argues—a conclusion that Sheridan’s 
character Faulkland would have enthusiastically seconded.435 There is no risk of Miss Melville 
contracting a biological disease through her interaction with other dancers in a country dance. 
Her heart, however, might fall prey to the palpable, amorous intensity transmitted through the 
rhythmic movements, gestures, and breathing of the “vicious mind” who was plaguing the entire 
company.436 She, and all those with her, will be the unknowing victims of the embodied affect of 
danced sociability.  
 In this scene of Sheridan’s comedy, the comic “crucial gulf” seems less certain, the laugh 
extracted more bitter, and the ability to safely distance from others more unsure. Miss Melville is 
dangerously close to slipping off the edge of comic recognition into the murky waters of 
emotional identification. Faulkland bewails the participation of his fiancée in a country dance 
because it offers indelible, physical proof that she is as inconstant as he believes her to be. 
 
433 See Chapter 2 “Getting Physical,” in Bevis, Comedy, 19-33. 
 
434 Marsden, Theatres, 43.  
 
435 See Chapter 2 “Dangerous Pleasures-Theatregoing in the Eighteenth Century” in Marsden, Theatres, 41-69. 
 
436 Sheridan, The Rivals, 26. 
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Through the gay and sprightly steps of the dance, she acts out the latent flirtatiousness and 
frivolity of her heart.437 But she also is infected by the electric and lascivious movement of a 
fellow dancer, whoever the “vicious mind” may be. Miss Melville’s country dancing, as well as 
that of the vicious mind, present momentary revelations of what is inside them to their 
spectators, who, in turn, somehow are capable of assimilating into their own bodies and acting 
out themselves the feelings displayed by another. The inner person is externalized but is then 
internalized by others, which may transform this interior sensibility once again into an exterior 
display. The corporal body visually presents and represents emotions and feelings generated 
within itself by the mind and heart; it is the visible locus of an invisible process of sensible 
encounters and sympathetic identification. “Emotions are active,” Nicholson insists.438 Like a 
disease, affect must be caught individually but it spreads communally. To become ill is 
unfortunate for the individual, but a contagion can decimate the collectivity.439  
 The complex and elusive process by which bodies manifest, disseminate, receive, and 
assimilate potentially detrimental emotions is rendered even more complicated and anxious in 
dance. Dancers become dancers by training their bodies to react and behave in designated ways. 
They manipulate natural human movement into a performance of recognizable steps, figures, 
gestures, and expressions. Dancers wear a corporal “mask,” which may or may not reflect the 
inner person of the dancer. Furthermore, the affective consequence of the dance is dependent on 
 
437 At least, this is Faulkland’s assumption. Miss Melville is actually a very devoted, proprietous young woman 
whose goodness proves Faulkland’s reprobation to be unjustly deserved.  
 
438 Nicholson, “Emotion,” 20.  
 
439 I use here notions of contagion, disease, and infection figuratively, reflecting the hypothesized yet not empirically 
documented conceptions of spectatorship and theatrical affect developed in the early modern period. However, 
Teresa Brennan’s work explores the physical and psychological realities of affect and collective emotion and 
provides quantitative and scientific evidence for processes merely theorized by eighteenth-century philosophers and 
dramaturgs. Brennan, The Transmission of Affect (Ithaca: Cornell Univ. Press, 2004).  
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both the dancer’s kinetic display and the spectator’s sensible and cognitive reception of that 
display. Authenticity is constantly in question, both in the initial somatic presentation and in its 
corporally-mediated interpretation. Certainty lies only in the act of transmission itself. The 
emotion of the dancer or the spectator may be disingenuous but its contagion is unquestionably 
real.  
 The assumption that dance can transmit and disseminate emotion, like a contagious 
disease, conveniently suited Sheridan’s dramatic needs, but it also anchored Louis de Cahusac’s 
analysis of the theatricality and significance of the contredanse. In his Encyclopédie article on 
the dance form, he describes a spectator experience where the audience exits the theater with a 
“morceau de gaïté” (snippet of merriment) within themselves that had been displayed by an 
entirely external presentation of a contredanse.440 The snippet of happiness embodied by the 
fictional dancers of the dance set is “caught” by the spectators and escapes through the 
proscenium archway as they leave the theater. Cahusac does not explain how a visual, kinetic 
representation of the characters’ feelings infects the audience. He takes for granted his reader’s 
familiarity with the mechanics underlying such an affective experience. Furthermore, he offers 
little justification as to why integration of the contredanse in French dramatic productions had 
become so widespread and commonplace. He makes a list of contredanse characteristics—“[elle] 
est plus gaïe” (it is more lively), “elle occupe plus de monde” (it requires more dancers), 
“l’exécution en est aisée” (to execute the dance is simple)—and then moves on with a casual 
remark that “il n’est pas étonnant qu’elle [the contredanse] ait prévalu sur toutes les autres 
[dance forms]” (it is not surprising that [the contredanse] has taken precedence over all other 
 
440 Cahusac, “Contredanse,” in Encyclopédie, 4:133. English translations for all French citations, including those 
from Cahusac’s article, in this chapter are mine unless otherwise noted. 
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[dance forms]).441 Perhaps Cahusac did not need to explain. For Enlightenment-era readers, 
abreast of the dozens of arguments swirling about in eighteenth-century Europe on the sociable 
primacy and theatricality of human sympathy and sensibility, the contredanse’s affective 
capacity would have come as no surprise. Ramassing these arguments, as well as collecting a 
few thoughts from more contemporary thinkers, will be our first task in seeking to uncover what 
Cahusac and his readers already understood. In turn, we will renew our study of the sociability of 
the contredanse begun in Chapter 2, yet as a theatrical performance and within the theoretical 
framework of spectatorship and sensibility. Finally, we will move beyond the visible into the 
imaginary, reading scripted lines and those between, to culminate the drama of kinetic sympathy 
and affective interaction that the contredanse occasioned on the Enlightenment-era stage. As it 
did for our eighteenth-century forebears, perhaps the contredanse as spectacle will strike some 
sensible chord in us, too, and send us off with a “morceau de gaité” in our hearts. 
 
Act I, Scene 1 
 In order for disease to spread, there must be a spatial “collapse,” an approaching in 
proximity of bodies. Theater scholar Patrice Pavis believes that this kind of displacement is 
imitated during the theatrical experience of watching a performance and occurs in a unique 
“espace dramatique” (dramatic space).442 The dramatic space is distinct from the “espace 
scénique” (stage space) of the spectacle and the “espace social” (social space) of the spectator, 
allowing the spectator and actor to interact—emotionally, intellectually, even physically—in new 
 
441 Cahusac, “Contredanse,” 4:133. 
 
442 Patrice Pavis, Dictionnaire du théâtre (Paris: Dunod, 1996), 121. 
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ways.443 Pavis comments that “[l]a limite entre le jeu et le non-jeu est définie par chaque type de 
représentation et de scène; dès que le spectateur en franchit le seuil, il quitte son rôle de 
regardant pour devenir un participant à un événement qui n’est plus théâtre, mais jeu 
dramatique…l’espace scénique et l’espace social sont alors confondus” (the limit between acting 
and non-acting is defined by each type of performance and stage; from the moment that the 
spectator crosses that threshold, he leaves his role of observer behind him to become a 
participant in an event which is no longer theater but dramatic play…stage space and social 
space are thus blurred).444 
 Although historically, the spatial collapse of actor and spectator had been quite literal 
with wealthy theater-goers sitting directly on stage for privileged views of the performance, by 
the eighteenth century, the blurring of spectacle-spectator manifested less tangibly. Nevertheless, 
the appearance of social dances (such as the contredanse) on stage revived the concept of spatial 
displacement. It integrated the “real” world of societal dancing and the fictional sphere of 
dramatic performance in a bodily display of movement and choreography that was recognizable 
to both the off-stage spectators and the on-stage characters.445 Then, inverting this spectatorial 
awareness, the fictional dance sent the audience back to the real world with a “morsel” of the 
spectacular that they could perform on the stage of society.  
 The effective power of theatrical social dancing is poignantly illustrated in Jean-Jacques 
Rousseau’s Le Devin du village. In a letter dating 1779, two decades after the intermède had 
 
443 Pavis, Dictionnaire, 121, 122. 
 
444 Pavis, Dictionnaire, 121. 
 
445 Rebecca Harris-Warrick agrees that early modern audiences brought some kind of “muscle memory” to operatic 
performances, which in turn was exploited by dramaturgs and choreographers to affective effect. I argue that pre-
existing knowledge of the contredanse could have both an affective and effective influence on audience response. 
Harris-Warrick, Dance, 153. 
 
 173 
debuted at both court and in Paris, René Louis de Girardin commented on the concluding dance 
of Le Devin being a contredanse.446 The reason underlying this choice, he proposed, was that the 
lyrics of the last song suggested “la sortie générale” (collective exit), hence, necessitating a 
collective dance form. The final sung piece of Rousseau’s intermède “Allons danser sous les 
ormeaux” (“Let’s go dance under the elm sapplings”) is a dialogue between young peasant-girl 
Colette and her female companions. Together, they celebrate the simplicity and gaiety of rural 
pastimes, among which are collective dances where no one remains without a partner. 447 
“Répétons mille chansonnettes…/ Dansons avec nos amoureux,/ Mais n’y restons jamais 
seulettes” (Let’s repeat a thousand ditties…/Let’s dance with our lovers,/ But let’s never stay 
there alone), they chime.448 The girls contrast the innocence and pleasure associated with rural, 
group dances and the artfulness and artificiality of cosmopolitan pastimes. “A la ville on fait bien 
plus de fracas;/ Mais sont-ils aussi gais dans leurs ébats?/ …Tous leurs Concerts valent-ils nos 
musettes?” (In town, there is more hustle and bustle;/ But are their frolics as gay?/ …Can their 
concerts compare to our musettes?)449  
 This juxtaposition is not mere lyricism. In the 1753 score, the airs preceding “Allons 
danser sous les ormeaux” are menuets and allemandes, dance forms which usually involved only 
a few actors in their performance by the mid-eighteenth century. In culminating the opera with a 
 
446 René Louis de Girardin, “René Louis de Girardin, marquis de Girardin to Le Journal de Paris,” April 21, 1779,  
Electronic Enlightenment; Based on her studies of original libretti, Jacqueline Waeber confirms that the staging and 
choreography accompanying “Allons danser sous les ormeaux” was often a contredanse. Waeber, personal 
correspondence with the author, May 9, 2021. 
 
447 Jean-Jacques Rousseau, Le Devin du village, intermède, représenté à Fontainebleau devant le roi, les 18 & 24 
octobre 1752 & à Paris, par l’Académie royale de musique, le jeudi premier mars 1753, libretto (Paris, 1753), 
27-28, Gallica. 
 
448 Rousseau, Devin, libretto, 27. 
 
449 Rousseau, Devin, libretto, 28.  
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contredanse, the visual contrast between this dance form and those preceding would reinforce the 
dichotomy of elitist artfulness and communal play presented in the air. 450 Rather than one couple 
tightly weaving around one another (as in an allemande) or a menuet trio gently gliding across 
the floor, an entire cast of contredanseurs spun and skipped in and out of group formations. A 
contredanse also gave all the characters a reason to appear together, drawing Le Devin du village 
to a visual close. Choreographically, a contredanse would realize the “sortie générale” implied 
by the song and visibly represent and precede the “sortie générale” of the audience. The 
contredanse would have brought the characters together to send them, and the spectators, off into 
a life beyond the fiction. As the curtain closed, the dancers and the audience would have 
physically exited the dramatic space, and the “sortie générale” would have operated on two 
planes. Not only would the contredanse at the end of the Devin du village have transplanted a 
dimension of the spectators’ lived experience onto the stage but it then would have precipitated a 
dramatic experience that physically effected both the characters and their spectators. In a 
moment of spatial collapse, the play became play, a “jeu dramatique” rather than a safely-
distanced, staged spectacle. A tidy demarcation of “fiction” and “reality” was impossible in this 
playful moment, blurring roles and confusing who were the true “performers.”  
 
Act I, Scene 2 
 
450 Jean-Jacques Rousseau, Le Devin du village, Intermède, réprésenté à Fontainebleau devant leurs majestés les 18 
et 24 octobre 1752 et à Paris par l’Académie royale de musique le 1er mars 1753, score (Paris, 1753 [?]), 90-93, 
Gallica. Hedy Law discusses at length the ways in which verbal language transforms into gestural, active language 
in Rousseau’s intermède in the second chapter “Freedom from an Evil Spell” of her book Music, Pantomime, & 
Freedom in Enlightenment France (Woodbridge: The Boydell Press, 2020), 55-92.   
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 Johan Huizinga, among the first to sociologically theorize the act of playing, commented 
that play is abstract and “irrational” and imagines its own reality.451 It is the “laboratory of the 
possible,” Thomas Henricks remarks in his reflections on Huizinga.452 In this way, the theater 
acts as a microcosm of the socio-cultural phenomenon of playing. It is a space set apart for the 
imagining and enacting of another world without ever forgetting its inherent (and apparent) 
unreality. Dramatic practices, such as masking and wearing costumes either for a play or at a 
masked ball, visually represent the temporary “suspension” of reality that occurs during play; 
they semiotically evidence an entire, otherworldly experience.453 This state of existence creates a 
unique kind of consciousness—“play sensibility,” as Corné du Plessis has called it—where the 
“action,” or participation, and the “awareness,” or cognitive engagement, of the players are not 
separate acts but one, and time is spatially defined.454 Georg Simmel perceived a strong analogy 
between the sort of community created by play, which, at once, exists both within the “real” 
world and outside of it, and that of sociability.455 Such communities—interwoven by a network 
of relationships among participants—derive “leurs forms de la réalité, tout en la laissant 
néanmoins derrière eux” (derive their forms from the reality, yet nevertheless leave that reality 
behind them), Simmel wrote.456 The form and identity of the game played (jeu) is forged by and 
 
451 Johan Huizinga, Homo Ludens: A Study of the Play Element in Culture, trans. George Steiner, reprinted ed. 
(Suffolk: Paladin, 1970), 21-22. 
 
452 Thomas S. Henricks, Play Reconsidered: Sociological Perspectives on Human Expression (Urbana: Univ. of 
Illinois Press, 2006), 1.  
 
453 Huizinga, Homo Ludens, 32. 
 
454 Corné du Plessis, “Play as Dynamic Movement in an Assemblage: A Novel Approach to the Concept of ‘Play,’” 
South African Journal of Philosophy 37, no. 1 (2018): 125-26. 
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in the practices that connect one player to another. Participants must forgo former preconceptions 
and paradigms by which they had made sense of the world around them and accept all as it is 
immediately presented to the senses and as it comes into being. Being in this new reality and 
interacting with it—identifying with it as it unfolds rather than with a post-reflection 
conception—defines its authenticity and validity. In play and in sociability, there is a spatial 
collapse: linear time elapses into spatial expanse. But there is also an ontological, or inner, 
fluidity and ambiguity because the roles of the players are malleable, shuttling indistinguishably, 
back and forth, between “actor” and “spectator.” They are at once participants in the creation of a 
play-space and also its observers. 
 Martin Meisel has proposed the term “cognitive collapse” to explain what occurs 
interiorly within the spatial collapse, “l’espace dramatique,” of the theater. Cognitive collapse 
folds “rational order into mental chaos […] the actor and audience functions into each other,” he 
writes. 457 Meisel’s interest lies primarily in the meta-theatrical experience but the theatrical 
experience instigated by the presence of the contredanse on the eighteenth-century stage closely 
mirrors this process. In meta-theatrality, the world off-stage merges with that on-stage such that 
clearly delineating a participant in the action from his observer becomes difficult, if not 
impossible. A second “stage” appears within the first, doubling the fiction of the spectacle. Both 
the actor and the spectator are engaged in the act of spectatorship and observe the same spectacle 
so that the original spectator’s identification with the actor-spectator becomes not only 
emotional, not only cognitive, but also experiential.458 The off-stage spectator does not have to 
imagine the internal response of the on-stage actor-spectator but experiences it alongside him. 
 
457 Martin Meisel, How Plays Work: Reading and Performance (Oxford: Oxford Univ. Press, 2007), 107.  
 
458 Pavis, Dictionnaire, 365. 
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The conflation of spectator- and spectacle-worlds is vividly evidenced in Rousseau’s Le Devin 
du village by the appearance of the contredanse on stage. Actor and spectator both perform the 
same role as they collectively exit the theatrical space. The effect of the contredanse on stage, 
moreover, was not limited to the physical in the eighteenth century. The contagion of dance 
could spread throughout the spectator’s entire body, effecting a physical response and affecting 
the heart, mind, and soul.  
 
Act I, Scene 3 
 Cahusac appropriately begins his Encyclopédie article on the contredanse with the word 
“danse,” a term he repeats more than any other with the exception of the noun “gaieté” and its 
adjectival derivative (“gaie”).459 “Gaieté” is the last word of Cahusac’s article but also serves as 
the visual and rhetorical liaison, or lynchpin, between the first half of the paragraph that 
documents the more societal and mechanical components of the dance and the second half, 
which is devoted to its theatrical life. This terminological repetition communicates a succinct 
message: the contredanse is a dance and it is very lively.  
 According to Cahusac, the gaiety of the contredanse stems from the bodily response 
solicited by its music and interactive choreography. The tremendous societal popularity of the 
dance form in eighteenth-century France was due to the fact that it “occupe plus de monde” 
(requires more dancers) and that it could be easily learned.460 Its sociability as a social dance 
depended upon a heightened kineticism. It bodily involved multiple dancers in the performance, 
 
459 See the introduction to this dissertation for further analysis of the lexicon and rhetorical structure of Cahusac’s 
enyclopedia article “Contredanse.” 
 
460 Cahusac, “Contredanse,” 4: 133. 
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drawing them through steps and figures that forced them to interact with one another. And 
because it was more sociable, it was “plus gaïe” (more lively) and had “prévalu sur toutes les 
autres” (taken precedence over all other dance forms) in French dancing circles.461 
 Cahusac also implies in his Encyclopédie article that the gaiety experienced by an 
audience beholding a theatrical contredanse equally depends on a type of embodied sociability—
but one that uses the body in a slightly different way than its social and kinetic counterpart. 
Dance is a physical experience but it is equally a visual one. The dancers must watch one another 
in order to create the dance; they exchange gazes to fashion or reinforce the kinetic sociability 
produced by the bodily interweavings of the figures. Thus, dancing supposes a sociable duality 
by its very corporality. There is kineticism, but there is also visualization—dance is a process 
and a performance. It is a spectacular display of itself, at once self-reflexive and self-
representational.  
 This visuality inevitably confronts those within and without the dance set: the dancers 
and their spectators. Rousseau narrates (albeit unconsciously) these multiple dimensions of 
participation in his description of collective dancing in the Lettre à d’Alembert. He remarks upon 
the dancers who watch one another—particularly young men and women caught up in budding 
romances—but they do so under the watchful gaze of the entire community, Rousseau 
included.462 Visual participation in the dancing community may appear a “lesser” form of 
 
461 Cahusac, “Contredanse,” 4: 133. 
 
462 Rousseau, Lettre à d’Alembert, 184-85. “Je n’ai jamais bien connu pourquoi l’on s’effarouche si fort de la danse 
et des assemblées qu’elle occasionne: comme s’il y avait plus de mal à danser qu’à chanter; que l’un et l’autre de ces 
amusements ne fût pas également une inspiration de la Nature; et que ce fût un crime à ceux qui sont destinés à 
s’unir de s’égayer en commun par une honnête récréation. L’homme et la femme ont été formés l’un pour 
l’autre…mais qu’on me dise où de jeunes personnes à marier auront occasion de prendre du goût l’une pour l’autre, 
et de se voir avec plus de décence et de circonspection que dans une assemblée où les yeux du public incessamment 
ouverts sur elles les forcent à la reserve, à la modestie, à s’observer avec le plus grand soin?” “I have never 
understood why certain people panic so much about dancing and the social gatherings where it is done: as if there 
was more danger in dancing than in singing; that one as much as the other of these amusements was not equally the 
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sociability because it does not involve the entire body, but it is, in fact, the type of sociability 
upon which Rousseau fixates in his Lettre à d’Alembert and the anchor of all early modern 
theories of spectatorial intérêt and affective experience. Rousseau’s public fêtes and their dances 
merit his praise because these spectacles engage every member of the community: those who 
kinetically interact as well as those who observationally and sensibly—that is, imaginatively—
identify with the participants. Elderly citizens, observing young Genevans perform the révérence 
before beginning to dance, become “spectateurs sensibles” (emotionally-involved observers) of 
the youths’ performance. They may even shed a few tears at the sight of so much honor and 
respect shown them, but their dancing days are unquestionably behind them.463 Rousseau, too, is 
a part of the sociable community of these dances via the gaze; he shares in the collective 
experience because of, not despite, being a spectator. He feels deeply the happiness and harmony 
experienced by the dancers, united in movement and music, although he himself is in no ways 
responsible for the generation of these feelings. 
 If the Lettre à d’Alembert is an enlightening description of danced sociability, it is also a 
scathing critique of spectatorship and the theater (at least, on the surface). For Rousseau, the 
theater is a pernicious illusion and masquerade of true sociability because sharing everything—
space and  sentiment—is unattainable, both among spectators and between actors and 
spectators.464 Theaters physically distance the off-stage spectator from the on-stage actor and 
 
inspiration of Nature; that they were crimes committed by those who decided to gather and amuse themselves 
together in honest recreations. Man and woman were made for one another…but someone tell me where else there is 
a place for young people who would like to get married to take an interest in one another and to look at one another 
with more decency or circumspection than in a public gathering where—continually under the watchful eye of the 
entire community—they are forced to behave with reserve and modesty and to prudently observe one another?” 
(Emphasis mine.) 
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they divide the spectators from one another by demanding that each watch in an unlit space of 
geographic partitioning: “L’on croit s’assembler au spectacle, et c’est là que chacun s’isole” 
(One thinks to be gathering with others at the theater, but it’s there that each one isolates 
himself), Rousseau argues.465 The theatrical spectator, unlike the spectator of the festival dance, 
is alone in his thoughts and observations of the world around him. He shares nothing with his 
fellow human beings, real or fictional, neither space nor experience nor emotion. 
 A few months after the publication of Rousseau’s Lettre, d’Alembert responded with an 
alternative theorization of spectatorial sociability. To d’Alembert, self-effacing engagement on 
the part of the spectator and indiscernible sentimental identification with the on-stage character 
guarantee that theatrical spectatorship is an authentic facet of and opportunity for human 
sociability—not merely mimicry. The same reciprocity of feelings and emotions that Rousseau 
had perceived while watching dance lay the groundwork for d’Alembert’s refutation of the 
former’s (mis)conception of the theatrical, spectatorial experience. Turning Rousseau’s own 
words against him, d’Alembert attacks: “On va, selon vous, s’isoler au spectacle, on y va oublier 
ses proches, ses concitoyens et ses amis. Le spectacle est au contraire celui de tous nos plaisirs 
qui nous rappelle le plus aux autres hommes, par l’image qu’il nous présente de la vie humaine, 
et par les impressions qu’il nous donne et qu’il nous laisse” (One will, according to you, be alone 
at a spectacle, one will forget his near acquaintances, his fellow citizens, and his friends. 
Spectacles are, on the contrary, the human pleasure par excellence to remind us of our fellow 
men by the image that they present to us of human life and by the impressions that they give us 
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and with which they leave us).466 According to d’Alembert, spectators are not ostracized from the 
world of the stage but are rather drawn into it because they behold the drama of their own 
humanity. They recognize a part of their own lives on stage, and an identificatory solidarity is 
forged between the spectator and his counterparts, whether real or imaginary. Reality and fiction 
are blurred further, however, because theater renders the theater-goer not only a “spectateu[r] de 
la vie”—an observer of a mimetic familiarity —but also reminds him of his inevitable identity as 
“acteu[r]” in a life that is, itself, scripted and dramatized.467 Theater uncovers the illusion of 
reality, be it on or off the stage. Both in dramatic fictions and in the “real” world of society, one 
plays a role and watches others act out theirs. It is only because we do not perceive the spectacle 
of our own lives that we assume it to be truer than that of the stage.  
 Theater aspires to replicate the complete illusion of life. The audience’s identification 
with the story on stage must be total and so seemingly natural that it goes unobserved. In fact, if 
the theater-goer is not caught up in the representation or cannot imagine it as his own world, the 
spectacle will have failed. “[J]’aperçois de temps en temps malgré moi et avec une sorte de 
chagrin l’empreinte fâcheuse de son origine [that of the spectacle]” (I perceive from time to time, 
despite myself and with a sort of chagrin, the frustrating imprint of [the spectacle’s] origination), 
d’Alembert writes, “surtout dans ces moments de repos, où l’action suspendue et refroidie 
laissant l’imagination tranquille, ne montre plus que la représentation au lieu de la chose, et 
l’acteur au lieu du personnage” (particularly in these moments of pause, where the action— 
suspended and frozen in time, leaving the imagination to its own devices—reveals the 
 
466 Jean le Rond d’Alembert, Lettre de M. d’Alembert à M. J.J. Rousseau, ed. François Poudevigne (Paris: Université 
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performance in place of the story, the actor in place of the characters).468 It is when one can 
distinguish the representation apart from what it represents, because of some dramatic lapse, that 
the spectator withdraws from the sociable experience of identification and enters into Rousseau’s 
cold reality of isolated observation. Ultimately, d’Alembert’s understanding of spectatorial 
sociability depends on one’s ability to “see oneself” in others. Rousseau, too (perhaps 
unwittingly), lauds a self-reflexive and identificatory conception of human sociability in his 
description of dancing. He praises this collective performance precisely because it privileges the 
interplay of actualization and visualization, because it harmoniously integrates actor and 
spectator, flitting seamlessly between the realities of one and the other. Certainly, spectatorial 
sociability is not as “real” or tangible as kinetic sociability. It is “imaginary” in the sense that it 
only exists in the unseen realm of the inner being. It operates in the domain of consciousness, but 
it is this consciousness that authenticates the visual, sociable experience and makes it real. As 
Julie Candler Hayes has argued concerning other Enlightenment-era communities, the imaginary 
collectivity is “distinguished, not by [its] falsity/genuineness, but by the style in which [it is] 
imagined.”469 Shared consciousness creates true community; the imagination is fully capable of 
instigating a non-imaginary sociable experience. 
 
Act I, Scene 4 
 The implications of sensibly-derived consciousness and community for humankind 
colored the writings of many Enlightenment thinkers, dramatic or otherwise. Taking the body 
 
468 D’Alembert, Lettre. 
 
469 Benedict Anderson, Imagined Communities: Reflections on the Origins and the Spread of Nationalism, rev. ed. 
(London: Verso, 2016), xxx; Julie Candler Hayes, “Imagined Communities of Enlightenment: A Review Essay,” 
Eighteenth-Century Studies 28, no. 1 (1994): 132. 
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and the five senses as their starting point, they crafted a bottom-up understanding of human 
existence and society rather than conceiving reality as a top-down reception of divine inspiration. 
The abbé de Condillac wrote that every idea stemmed from the senses.470 The soul was 
responsible for rational thought, but it fashioned it by means of assembling and sorting the 
sensations that the body had collected.471 Rousseau, too, believed that the higher functions of 
language, speech, and communication—distinguishing humanity from animality—depended 
ultimately on the body and on its sensations.472 The implications of re-envisioning human 
existence were tremendous for dance and its potential as a dramatic art. Pushing the semiotic and 
communicative capacity of the body to its furthest reasonable limits, ballet master Jean-Georges 
Noverre concluded that dance could not only (“avec les meilleurs Drames” [with the greatest of 
dramas]) interest (intéresser), stir (émouvoir), and captivate (captiver) spectators but, in fact, 
speak to their souls.473 Condillac agreed: the body was spiritual, the soul one with the body.474 
Consciousness transmitted to the deepest part of a being what had first been physically and 
bodily perceived.475 Thus, the body and the way it interacted with the world defined reality and 
could even inspire new realities both for the individual, via the cognitive transformation of 
corporal sensibility into conscious thought, and for the community as bodies responded to the 
sensible gestures of others.  
 
470 Condillac, Essai, 69-73. 
 
471 Condillac, Essai, 70-71. 
 
472 Rousseau, Essai, 55, 61. 
 
473 Noverre, Lettres sur la danse, 5. 
 
474 Condillac, Essai, 69, 73. 
 
475 Condillac, Essai, 89. 
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 The soul-stirring and communicative capacity of dance absorbed the attention and 
writings of Noverre.476 So ground-breaking and formative were his arguments in favor of ballet 
as a story-telling art that it is tempting to overlook the other capabilities of dance subsumed in 
the somatic semiotics of the ballet d’action. Noverre does not necessarily contrast dance-that-
speaks with dance that merely “interests” or “moves” the spectator. Rather, spectatorial intérêt 
and sensibility are stepping-stones and preconditions of the language of dance and the success of 
story ballet. Why assume dance can only make us feel something when it might be able to tell us 
something, the ballet master seems to be asking, but to tell, dance must also make us feel. 
Noverre’s rival Gasparo Angiolini clarified the relationship between the sensibility of dance 
affectiveness and the rationality of dance communication. He understood spectatorial feeling and 
intérêt to be how dancing spoke to its audience. Dance that compelled the audience to feel the 
emotions of the characters would allow them to follow a non-verbal plotline; if the emotional 
commitment of the audience lapsed into uninvolved, objective admiration, “l’intérêt sera[it] 
perdu sans retour” (the interest would be lost without recourse) and the story would never be 
told.477 
 But was this affective attaching of spectator to spectacle authentic? Were the emotions 
felt genuine and valid? Joseph Harris has shown how early modern anti-theatrical moralists 
ironically offered ample proof of the veracity of the dramatic experience by constructing their 
arguments against the ill-effects of the theater on its affective power.478 Yet even those who were 
 
476 See also Noverre’s Lettres sur les arts imitateurs, and Angiolini’s Dissertation sur les Ballets-Pantomimes des 
Anciens (Vienna, 1765), Labex OBVIL, Sorbonne. For scholarship on Noverre, Angiolini, and the ballet d’action, 
consider Fabbricatore, La Querelle; Laurenti, “De l’entrée” in Musique et geste, 11-27; and Nye, Mime. 
 
477 Angiolini, Dissertation, 31. 
 
478 Harris, Inventing, 185-187. 
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not foresworn enemies of the theater could still paint a rather condemning and denigrating 
picture because of the anxious question of authenticity. For example, the abbé Dubos, in his 
Réflexions critiques, explained that the feelings a theatrical imitation produced in its spectators 
were merely an “impression superficielle” (surface impression), sure to “dispar[aître] sans avoir 
des suites durables” (disappear without lasting effect).479 The emotions a spectator experienced 
were but “passions artificielles” (artificial feelings), according to Dubos, and were as far from 
real feelings as the imitation was from what it imitated.480 Charles Batteux, by contrast, perceived 
a redeeming quality in the artificiality of theatricality. He insisted that even if the means of 
achieving the imitation were illusionary, the effect of the imitation on the spectator was as true 
and real as any impression that the natural, unstaged world could have made directly.481 There 
was no reason to disregard the staged display of an action or scenario as second class or inferior 
to one that occurred in the real world if the former was capable of inspiring an emotion identical 
to its counterpart in nature. This was especially true for the artistic mediums of music and dance 
which, according to Batteux, were designed to imitate “des sentimens ou des passions.”482 
Frankly, music and dance had no purpose, or even existence, apart from displaying human 
emotion.483 Poetry appended emotion to action, but music and dance allowed passion and feeling 
to take center stage and be the action.484 Staged emotions were artificial and inauthentic from the 
 
479 Jean-Baptiste Dubos, Réflexions critiques sur la poésie et sur la peinture (Paris, 1719), 1: 25, Gallica 
 
480 Dubos, Réflexions, 1: 24. 
 
481 Charles Batteux, Les Beaux-arts réduits à un même principe (Paris, 1746), 3, Gallica. 
 
482 Batteux, Les Beaux-arts, 258. It should be noted that Batteaux is speaking strictly of artistic and theatrical dance, 
rather than social dance, which he does not believe to express any type of emotion or meaning. 
 
483 Batteux, Les Beaux-arts, 258-59. 
 
484 Batteux, Les Beaux-arts, 258-59. 
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point of view of the musician or dancer, Batteux conceded, but the signs used to convey those 
emotions could be neither true nor false.485 They simply were and were used both by Nature and 
by Art to portray feelings equally capable of moving the heart of the spectator.486 
 François Marmontel built on Batteux’s logic and argued that there was no need to make a 
distinction between authentic and inauthentic artistic emotions. In his Poétique françoise, he 
proposed that the sociability of theatrical spectacle rested upon the universal capacity of 
humankind to “se mettre à la place de son semblable” (to put itself in the shoes of another); the 
spectator identifies with the thoughts, actions, and expressions of the actor in real-time and only 
a poor or false—an unrecognizable—representation of the world represented would prevent him 
from fully engaging.487 This sociable exchange of actor and spectator extends to spectator and 
poet and from spectator to spectator. The common denominator is what Marmontel describes as 
“la vérité de sentiment” (the authenticity of feeling).488 The emotions felt—whether by a real 
human or by his fictional counterpart—are not only similar but, at their core, identical.  
 On the English side of the Channel, Adam Smith argued that an analogous process of 
spectatorship, identification, and sociability occurs off-stage as well, particularly when “social” 
emotions are the object of observation.489 In his Theory of Moral Sentiments, Smith describes 
 
485 Batteux, Les Beaux-arts, 261. 
 
486 Batteux, Les Beaux-arts, 261, 268-69. 
 
487 François Marmontel, Poétique Françoise (Paris, 1763), 1: 377, Gallica. 
 
488 Marmontel, Poétique, 1: 376.  
 
489 Adam Smith, The Theory of Moral Sentiments, ed. Knud Haakonssen (Cambridge, UK: Cambridge Univ. Press, 
2002), 48-49. Pannill Camp makes an intriguing case that Smith’s moral theories were significantly influenced and 
shaped by early modern French dramatic theory. Camp, “The Theatre of Moral Sentiments: Neoclassical 




unsocial passions as those resulting from animosity and opposition (e.g. hatred or resentment).490 
Such feelings set one individual against another and so the spectator, observing both parties, is 
pitted against himself by his ability to feel the sentiments of both one and the other. This 
emotional dualism is undesirable to the spectator; he instinctively recoils from the spectacle. 
There is no identification or shared, sociable experience. Yet where social, mutually experienced, 
passions such as love, affection, and respect are concerned, the spectator’s emotions are 
undivided. His identification with the sentimental spectacle is pure and total. He is happy to 
behold happiness and to feel happiness, and so he actually experiences some genuine (not merely 
identificatory) pleasure.491 According to Smith, joy is an easier emotion with which to identify 
and sympathize because we are inclined to experience what is pleasant to us and our sentiments 
more authentic because we do not have to pretend to feel more than we do.492 
 Ultimately, both theatrical and social intérêt depend upon spectatorship, upon 
imaginative identification, and upon the consciousness of a shared affective experience. 
Conflation of the theatrical and the societal, lexically and conceptually, was not a mark of the 
disingenuousness of either experience but a phenomenological prerequisite to their existence. For 
example, in his description of a sympathetic response to unjust capital punishment, Smith 
acknowledges that the observer’s emotion is completely imagined yet insists that the means by 
which this emotion is created is very real and entirely embodied. There is a complex, symbiotic 
process that operates between the physical world and the imagination: 
  But as we [the spectators] put ourselves in his situation [that of the dead man], as we 
 enter, as it were, into his body, and in our imaginations, in some measure, animate anew 
 
490 Smith, Theory, 41. 
 
491 Smith, Theory, 55, 57. 
 
492 Smith, Theory, 52.  
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 the deformed and mangled carcass of the slain, when we bring home in this manner his 
 case to our own bosoms, we feel upon this, as upon many other occasions, an emotion 
 which the person principally concerned is incapable of feeling, and which yet we feel by 
 an illusive [sic] sympathy with him.493 
 
Smith does not shy away from the world of the imagination. Rather, he enters into it and brings it 
into the world of material reality. 
 In France, the abbé de Condillac echoed his English contemporary, insisting that the 
“plaisirs de l’imagination” (pleasures of the imagination) were as valid (réels) and physically 
experienced (physiques) as any other.494 Imagination is to the truth of reality what adornment is 
to someone who is already beautiful, he explained.495 It does not detract but enhances. The baron 
d’Holbach further conflated the imagined and the perceived in La morale universelle. Critical 
reflection and creative imagination, Holbach proposed, collaborated in the human person to 
transform both the seen and unseen, physical (physique) and metaphysical (moral) aspects of the 
universe into a single “spectacle enchanteur” (enchanting spectacle) but with many “scènes” that 
endlessly succeed one another to the delight of the engaged observer.496 The individual who 
neither feels (sentir) and imagines nor observes and thinks (penser) deprives himself of the 
pleasure that cognitive and affective interaction with the world can provide.497 To the chevalier 
de Méré, theatrical and non-theatrical spectatorship and performance were simply two facets of 
the same phenomenon. Speech and gesture were the signs permitting all forms of human 
sociability and interaction to exist, signs which must be read and understood whether one be 
 
493 Smith, Theory, 82-83.  
 
494 Condillac, Essai, 129. 
 
495 Condillac, Essai, 131.  
 
496 Holbach, La Morale universelle, 1: 369. 
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narrating the plot of a play or crafting a pleasurable conversation.498 The creation of either a 
comédie or a tête-à-tête depends upon the display, observation, and interpretation of bodily-
generated and bodily-received signs. This was exactly what Batteux had argued: whether 
originating from a natural or staged performance, the feelings that the spectator experiences are 
authentic and real.   
 To both Enlightenment-era philosophes and dramatic theorists, the sentimental exchange 
at work in the theater through imaginative identification and interaction of spectator and 
spectacle was not a disingenuous imitation of emotional ties and sociable relationships outside 
the theater. Rather, the sociability of theater spectatorship functioned as a symbiotic complement 
to the societal spectacle of sociability. Both rested on a fundamental, human ability to identify 
with one’s surroundings, to feel emotion, and to share those feelings with others. And is this not 
exactly what Rousseau celebrated in his ideal fete and his collective dance—the ability to “se 
voi[r] et s’aim[er] dans les autres” (to see and love oneself in others)?499 Cahusac’s claims for a 
dramatic use of the contredanse as a moment of emotional identification, of spectatorial 
participation, and ultimately of human sociability do not seem too far-fetched. In Chapter 2 we 
argued that the performance of the contredanse in eighteenth-century society functioned as an act 
of sociability that generated emotions and ideas analogous to those of other modes of sociability 
present within the Republic of Letters. It is now our task in this chapter to demonstrate the 
sentiments that it could evoke as part of a dramatic spectacle and its role in inspiring affective 
sociability within an imagined community.  
 
 
498 Méré, De la conversation, 29-30. 
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Act II, Scene 1 
 Cahusac attributes the first use of the contredanse in a dramatic setting to Jean-Philippe 
Rameau’s Les Fêtes de Polymnie (1745, revival 1753) and remarks that the success of this 
innovation was such that ballets were hence rarely staged without the contredanse making a 
choreographic appearance.500 Unfortunately, this particular contredanse does not seem to have 
been notated. It is not even labelled as a contredanse in the score of the ballet but, assuming it 
occupied the role of concluding “morceau” (as Cahusac implied that it did), then it is 
appropriately marked “air vif,” a musical piece fully capable of generating lively action onstage 
and infusing the spectator with felicitous sentiments.501 Although Les Fêtes de Polymnie may 
have been the first example of a theatrical contredanse to gain notoriety, it was certainly neither 
the first nor the last to make use of this social dance form. The contredanse appeared on the 
French stage as early as 1676 at the end of a ballet entitled Le Ballet du jeu de Piquet, which 
served as an intermède for Thomas Corneille’s comedy Le Triomphe des Dames, but it seems to 
have gained momentum as a dramatic practice after Basile & Quitterie was staged at the 
Comédie française.502 Cahusac’s claim that “hardly a ballet was staged without the contredanse” 
 
500 Cahusac, “Contredanse,” 4: 133. 
 
501 Jean-Philippe Rameau, Les Festes de Polimnie, ballet-héroïque, Score (Paris, 1745), 231, Gallica; “Celle [La 
contredanse] des fêtes de Polimnie, ballet de M Rameau, représenté en 1745, fut si goûtée, qu’on n’a guere fait 
depuis de ballet sans contredanse; c’est par-là qu’on termine pour l’ordinaire le dernier divertissement, afin de 
renvoyer le spectateur sur un morceau de gaïté” (That [The contredanse] of the Fêtes de Polymnie, ballet of 
Monsieur Rameau, staged in 1745, was so well-received, that there has hardly been a ballet since without a 
contredanse; it has become customary to finish the last divertissement of a ballet with a contredanse, so as to send 
the spectator off on a snippet of merriment). Cahusac, “Contredanse,” 4: 133. 
 
502 Basile et Quitterie premiered in 1713 at the Comédie française, but it is in the Mercure report from the revival of 
1723 that the contredanse is explicitly mentioned. Nonetheless, in the original libretto, debut performances of the 
tragi-comédie are noted as having been concluded with a divertissement “qui consistoit principalement des danses” 
(which consisted primarily of dances)—and there is no reason to believe that the contredanse was not included 
among these dances. Le Mercure (Paris), Nov., 1723, 1045-46, Gallica; [Christophe] Gaultier, Basile et Quitterie, 
tragi-comédie, libretto (Paris, 1713), 79, Gallica; See Appendix 3 of this dissertation for a more extensive list of 
contredanse appearances in French theatrical spectacles during the eighteenth century. 
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may have been a rhetorical stretch (there are certainly plenty of examples of eighteenth-century 
plays and ballets without a contredanse), but occurrences are prevalent enough to establish the 
contredanse as a theatrical—not merely social and historical—dance form in eighteenth-century 
Europe.  
 Among the many early modern dramatic productions featuring a contredanse, the 
diversity is tremendous. Performance venue, theatrical genre, and placement of the dance within 
the dramatic structure varies considerably. The contredanse appears in the bawdy theaters of the 
streets; in institutional, urban playhouses; on the private stages of the nobility; and on the 
grounds of the monarchy’s palaces. Comedies, parodies, operas, ballets, vaudevilles, and 
pastorales all make use of the contredanse, either as a dance or as a tune to which new lyrics 
have been set. English examples of the country dance on stage always include a physical dance 
whereas French libretti might refer to either a sung or danced contredanse. The degree to which 
the details of the dance are specified and can be assessed varies considerably, but in nearly every 
case, complete choreographic notation no longer exists. Very few of the staged contredanses are 
even named, appearing simply as a contredanse générale in the scores and libretti. Of those 
dances named yet still without choreography, even attempting to locate them in ballroom 
collections and manuals proves difficult and uncertain, despite the fluidity of stage and societal 
ballroom repertoires during the eighteenth century.503 This diversity and disparity of genre, 
setting, plot, and performance renders selecting prototypical or representative examples of the 
contredanse on stage impossible. 
 Thus, the theatrical examples of contredanses that I have chosen should not be assumed 
to be indicative of any general choreographic, aesthetic, or socio-historical convention. As we 
 
503 Lancelot, “Réflexions liminaires,” in La Belle danse, ix-lviii. 
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will see, the plotlines, genres, and performative circumstances of the productions vary 
considerably—the fictional settings eliciting the contredanse as well. The examples selected span 
the entirety of the eighteenth century, supporting Cahusac’s claim to the predominance of the 
contredanse on stage, and were performed in a variety of situations, both aristocratic and urban. 
Three use the contredanse as a sort of “meta-dance”—one dance form within another dance 
structure (i.e. contredanse within ballet). One spectacle, labelled a ballet-pantomime, triples the 
effect of dance-within-dance by including contredanses among the dances performed by the 
fictional characters at a ball (a meta-theatrical stage for intra-fictional, “social” performance) that 
culminates the entire ballet. In two of the examples, the contredanse is clearly diegetic: the 
characters dance intentionally and conscientiously, their choice of the contredanse plausible and 
realistic in the given dramatic circumstances.504 Another two are (appropriately) situated in 
ballets that Cahusac wrote himself but are less diegetic or vraisemblable. Although the characters 
are fully aware that they are dancing, their performance of the contredanse merely perpetuates 
the fantasy of the entire spectacle. 505 What unifies these four dramatic uses of the contredanse, 
nonetheless, is the evident display of collective and light-hearted sentiment that the dancing 
presents. In each production, the contredanse kinetically and ideologically negotiates an affective 
experience that allows dancers and spectators—whether on stage or off—to identify with the 
emotions and ideals generated and represented and to carry them into the realms “beyond” the 
 
504 I take a more conservative approach to defining diegetic dance than Rebecca Harris-Warrick. I label diegetic 
contredanses as those which are solicited by the plot and appear situationally vraisemblable (verisimilar), rather than 
are merely integrated into the plot. Harris-Warrick, Dance, 13-14. 
 
505 The contredanses are invraisemblable in a literal sense, although the characters performing these contredanses 
(e.g. the Muses or a group of paysans) might be considered “natural” dancers in early modern dramatic theory or the 
contredanse, as a choreographic signifier of French hegemony and subdued foreignness, deemed appropriate to a 
French representation of exotic locals and personae. See Harris-Warrick, “Melpomène Adapts,” chap. 12 in Dance, 
352-77, and Olivia A. Bloechl, “On Colonial Difference and Musical Frontiers: Directions for a Postcolonial 
Musicology,” in Native American Song at the Frontiers of Early Modern Music (Cambridge, UK: Cambridge Univ. 
Press, 2008), 1-31. I pursue this discussion of the Other performing signs of “Frenchness” below.  
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dance set. Yet like all contagions, these moments of danced sensibility are not always benign and 
threaten to take quite serious turns for the worst. 
 
Act II, Scene 2  
 On February 9, 1747, the widowed dauphin Louis de France wed the Saxon princess 
Marie-Josèphe, and several days of official celebrations ensued. Masked balls, ballet 
performances, and spectacularly lit buildings celebrated the royal marriage both at Versailles and 
in Paris.506 Les Festes de l’Himen et de l’Amour; ou, Les Dieux d’Egypte, a ballet-héroïque 
composed by Jean-Philippe Rameau with libretto by Cahusac, premiered at Versailles on March 
15, 1747, shortly after the official festivities had ended. Rameau and Cahusac had already 
drafted the ballet prior to the organization of the nuptial celebrations, but they quickly adapted 
the libretto so that the themes of the scenario appropriately reflected (and encouraged) current 
societal sentiment.507 In a note preceding the Prologue, Cahusac explains that this introductory 
scene (to what was originally a three-act ballet entitled Les Dieux d’Egypte) had been added as 
an “Epithalame en action.”508 The Prologue was an embodied poem that would celebrate the 
wedding of the dauphin, extol the merits of love (Amour) and marriage (Hymen), and set the 
stage for the three successive entrées, priming spectator engagement and response.  
 Les Festes de l’Himen et de l’Amour opens to find Amour in his palace unarmed, 
surrounded by the Graces, Amusements (Jeux), Pleasures (Plaisirs), and Laughter (Ris). 
 
506 Gazette [de France] (Paris), Feb. 18, 1747, 81, Gallica.  
 
507 Graham Sadler, “Fêtes de l’Hymen et de l’Amour, Les [Les fêtes de l’Hymen et de l’Amour, ou Les dieux 
d’Egypte (‘The Festivities of Hymen and Cupid, or The Egyptian Gods’)],” in Grove Music Online, 2002, acc. June 
17, 2020.  
 
508 Louis de Cahusac, Les Festes de l’Himen et de l’Amour ; ou, Les Dieux d’Egypte, Ballet-héroïque, libretto (Paris, 
1748), 5, Gallica.  
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Horrified by the prospect of submitting himself to the constraints of Hymen and relinquishing 
sovereignty, Amour refuses to consecrate the marriage of “[les] deux augustes Epoux” (the two 
august Spouses) with any trace of happiness or authentic love.509 The Graces are attempting to 
persuade Amour that his resistance is illogical, that amicable alliance with Hymen is not 
impossible, when Hymen himself arrives.510 Amour succumbs to the persuasions of the Graces 
(visually realized in a ballet figuré) and unites himself with Hymen, sending away all the 
ornamental Plaisirs to crown the marriage. Happily for Amour, the Plaisirs return. With garlands 
of flowers, they adorn the Virtues (Vertus)—whose moral persuasion has reinvested Amour with 
his arms and force—as if to reiterate that Love and Marriage can exist in blissful union.  
 This allegorical alliance is then acted out in the three succeeding acts: disputes of varying 
degrees of seriousness are resolved by Amour’s power. In the first entrée, Amazon sauvages are 
reconciled to the civilized, Egyptian gods. In the second, the god Canopus eradicates the barbaric 
practice of human sacrifice with his love for the chosen victim, and in the third, Amour bestows 
honor and prestige on all the Arts, overshadowing their individual claims to importance with his 
superior force. The contredanse makes two appearances during the course of the ballet, one at the 
end of the first entrée and a second at the end of the third. This final dance is not noted in the 
libretto, yet we know that it was intended to conclude the entire ballet-héroïque because the 
score associates it with the name of the god of Arts “Arueris [Arvéris].”511 The libretto and the 
 
509 Cahusac, Les Festes, 11. 
 
510 It ought to be noted that Amour and Hymen, although both gods, were played by female singers according to the 
original cast list, Mlle [Marie-Angélique] Coupée and Mlle [Marie-Madeleine Rotisset (also Rotissée) de] 
Romainville, respectively.  
 
511 Jean-Philippe Rameau, Les Festes de l’Hymen et de l’Amour, ou Les Dieux d’Egypte, ballet-héroïque, score 
(Paris, n.d.), 144, Gallica. It is important to acknowledge that editions of libretti and scores could vary significantly 
from one to the other and that performance practices could diverge even more from materials intended for print and 
circulation. My observations are based on the libretti and scores available to me; mentions of the contredanse in all 
of these extant documents, however representative, merit consideration.   
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score indicate that it is Arvéris who articulates the last syllables of the ballet in tandem with the 
nymph Orie and the chorus.512 Whether the final contredanse was included in the ballet upon its 
debut at Versailles or only during its Parisian performances is not clear.513 If added later, this 
appearance of the contredanse in Les Festes de l’Himen et de l’Amour would hearken to 
Cahusac’s theory that the final contredanse conjoined the worlds of the stage and the spectator. 
Parisian theaters were often converted into ballrooms upon the conclusion of an opera or play, 
allowing spectators to become dancers in the very space where the actors had danced—and 
transforming the fictional contredanse of the spectacle into a real contredanse.514 Occasionally, 
popular theatrical contredanse choreographies were published and distributed in simple, 
inexpensive leaflets or recueils so that the spectator could herself learn to perform them. For 
example, “Les Batteurs en grange,” from the ballet-pantomime of the same name (1769), was 
included in the Quatriemme Recueil de Pot Poury Francois de Contredanses Les plus à la 
Modes avec l’esplication des figures, and “La Biony/Bionni,” that appeared in the 5e Recueil de 
Pot-Poury Français Avec l’Explication des Figures Qui se danse chez la reine, seems to have 
come from the ballet-pantomime Wauxhall Hollandois (1761).515 A concluding contredanse in 
Les Festes de l’Himen et de l’Amour, particularly in Paris where audiences might attend a ball 
and perform a contredanse themselves immediately thereafter in the same physical space, would 
quite literally realize Cahusac’s assumption and “renvoyer le spectateur sur un morceau de gaïté” 
(send the spectator off on a snippet of merriment). Historically, this did, in fact, occur. The 
 
512 Rameau, Les Festes, 136-43; Cahusac, Les Festes, 58.  
 
513 Both the libretto and the score to which I have access post-date the 1748 Parisian premier. 
 
514 For a fuller treatment of the mechanics allowing this transformation, see Richard Semmens, “The Venue: The 
Politics of Place,” chap. 2 in Les Bals Publics, 29-52. 
 
515 Semmens, The Bals Publics, 151. 
 
 196 
Affiches de Paris reported among the various spectacles playing in Paris during the winter theater 
season of 1749 that the Académie royale de musique would stage Les Festes de l’Himen et de 
l’Amour, with some performances being followed by a ball.516  
 Yet it was more than merriment that Les Festes de l’Himen et de l’Amour sought to 
communicate to its audience. The themes of harmony, conjunction, and intimate—even 
penetrating—alliance are inescapably evident in the third entrée of the ballet. The final air, which 
although begun by the nymph Orie as a vocal pas de deux with Arvéris, concludes with a chorus 
of Egyptian shepherds, shepherdesses, musicians, and dancers joining their voices to those of the 
divine lovers. Together, they extol Hymen, celebrate “le jour de [s]a gloire” (the day of his 
glory), and exhort the deity to light the torch of Amour.517 Evoking Hymen and Amour in the 
final air not only recalls the Prologue, unifying the ballet itself, but more importantly reminds 
auditors of the historical events being commemorated by this spectacle: the nuptials of the 
French dauphin and his Saxon bride. The marriage was critical to ensure the continuation of the 
Bourbon line, for the first marriage of the prince had produced no male heir. Monarchical 
stability depended upon the generative success of this wedding, a fact discretely acknowledged 
in the ballet by the imagery of Hymen enflaming Amour. Musically in the harmonizing of 
voices, visually with the language of ignited passion and conjugal unification, structurally with 
the linking of beginning to end, and dramatically with the total accord of all the characters and 
resolution of all antagonistic strife, the final air of Les Festes de l’Himen et de l’Amour loudly 
chants the theme of collective unity, of one realm integrating indiscernibly with another. The 
sounds of this harmony and union would still have been ringing in the ears of Parisian spectators 
 
516 Spectacles, Les Affiches de Paris, Jan. 27, 1749, n.p., Gallica.  
 
517 Cahusac, Les Festes, 58. 
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when, suddenly, the chorus of characters began to perform a celebratory contredanse générale. 
Their song had transformed into an embodied portrayal of the very unity that it lauded. Visually 
and aurally stimulated by echoes of oneness, the spectators then had an opportunity to bodily 
manifest this harmony by attending a ball afterwards and performing a contredanse. They 
somatically could enact the sentiments and themes of the stage in a societal, non-theatrical and 
non-fictional space. 
 A second contredanse, included in both versions of Les Festes de l’Himen et de l’Amour, 
actually precedes the contredanse générale, although it still functions as a culminating dance, 
capable of embodying the dramatic sentiments and themes of the spectacle. At the end of the first 
entrée, Osiris has succeeded in winning the affections of Orthésie, regina of the Amazons. A 
chorus of singing and dancing Muses, satyrs, and Egyptian peasants aid the god in assuaging the 
Amazon queen by their beauty, charms, and pleasantness. Their movements gather the fruits and 
flowers of a joy and felicity that can only come from cultivated—not raw and unregulated—
Nature. Osiris explains that the omnipotent deity (Souverain), whom the Amazons have too long 
unrightfully ignored, imposes himself on all of creation. Water is purified, trees sing, fields begin 
to bloom, even time itself is stilled under his reign, but these beneficial acts are only possible 
when the earth submits to his laws.518 Convinced, Orthésie beckons a flock of birds to descend 
upon the forest and to sing of love’s triumph and of the surrender of a barbaric and unrestrained 
culture to a regulated and peaceable one.519 The scenery of the entrée dissipates into bucolic 
surroundings of verdant pastures and orchards and the chorus of Osiris’s and Orthésie’s retinues 
perform a contredanse générale to the song of the birds. The dance form, uniting the dancers in a 
 
518 Cahusac, Les Festes, 27. 
 
519 Cahusac, Les Festes, 30.  
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collective set and engaging them in reciprocal and harmonious steps and figures, incarnates what 
the singers have declared and visualizes the dramatic accord that culminates the action of the 
first entrée. The dance form continues the theme of union and unification introduced in the 
Prologue and taken up again in the conclusion. As it is used in Les Festes de l’Himen et de 
l’Amour, the contredanse signifies multiple layers of meaning yet consolidates and conflates 
them all. It operates as the lynch pin of the several realities colliding in the ballet. On the most 
basic level, it brings the characters together; it physically engages them in an act of sociable 
collectivity, in an exchange of gesture and movement. It also serves a dramatic purpose by 
somatically representing the harmony of enemy personae, the resolution of the first entrée and, 
indeed, of the entire ballet. Taking part in the dramatic spectacle although existing ordinarily as 
social dance, and displaying interactive, penetrating choreographic structures, the contredanse in 
Les Festes de l’Himen et de l’Amour hearkens to the societal purposes that inspired the ballet- 
héroïque: celebration of the marriage and union of dauphin Louis de France and princess Marie-
Josèphe de Saxe. This third layer of meaning, in turn, gives rise to a fourth. It indicates to the 
spectators what they ought to be celebrating themselves and sends them out into the night so that 
they, too, might have the opportunity to physically enact the harmony, unity, and pleasurable 




520 The intended ends of sociability, although operating through identical modes of exchange and even amongst the 
same participants, could differ, as noted in Chapter 2. Here, Cahusac uses the sociability of dancers and of dancers 
and spectators to unite French theater-goers to the monarchy. Such was not always the case, particularly where the 
contredanse was the means of cultivating this sociable community. We observed this in the use of the societal 
contredanse in Chapter 2, and later in this chapter, we will encounter another of Cahusac’s ballets, featuring a 




  The use of the modifier “générale” to describe the contredanse in Les Festes de l’Himen 
et de l’Amour is enlightening.521 In the fourth edition of the Dictionnaire de l’Académie 
française, the adjective “général, -e” is presumed to describe something “[u]niversel, ou qui est 
commun à un très-grand nombre de personnes ou de choses” (universal, or which is common 
amongst a very great number of people or things).522 As a substantive, “général” distinguishes 
“un grand nombre” (a large number) from “un beaucoup moins” (a much lesser one).523 To 
employ the term “contredanse générale” in eighteenth-century libretti may have been to indicate 
a typical choreographic structure or a widely-recognized ordering of steps and figures with 
which early modern dancing masters, dancers, and their audiences would have been familiar. It 
may also have referred to the number of characters who were to dance together on stage. The 
former assumption would explain why the choreography of many of these contredanses was 
either not recorded or was lost and why many of the dances go unnamed in scores and libretti. 
But to be “général” is also to imply “un très-grand nombre,” a universal collectivity. It implies a 
coming together and the creation of community. The encompassing nature of the contredanse, 
designed to accommodate any number of couples, and its frequent placement as a finale echoes 
the choral communities of classical theater and early modern opera. The repetitive chanting of 
the chorus (much like the repetitive figures of a contredanse) reinforces or elucidates the 
principle themes of the fiction and encourages the spectators towards a specific interpretation of 
 
521 Only the first contredanse, at the end of the first entrée, is described as a contredanse générale in the libretto. The 
second is not mentioned at all, but there is music for it at the end of the score. However, given its position as the 
absolute conclusion of the ballet, we understand that it performed the same “général” role as did the first 
contredanse and most concluding contredanses générales in eighteenth-century French spectacles. 
 
522 Dictionnaire de l’Académie française, s.v., “Général, -e. adj.” 
 
523 Dictionnaire de l’Académie française, s.v., “Général, -e. adj.” 
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the action.524 In ancient Greek dramaturgy, the chorus represented humanity—the common man 
incapable of attaining the status of hero but whose presence validated the other’s heroism.525 
Georges Forestier likens the punctilious remarks of the Greek chorus to meta-theatrical asides; 
the interruption to the dialogic rhythm of the play in turn suspends the dramatic illusion and 
draws in the spectators, inviting them to participate in the heroic saga.526 Early modern theorists 
claimed the classical chorus of Antiquity as the heritage of the French opera.527 Although now 
divided into singers and dancers, French neoclassical choruses only illustrated how body and 
voice were essentially united in dramatic purpose: both intended to communicate the affective 
message and visualize the narrative themes so that the audience might “partake” of the 
spectacle.528  
 On the early modern stage, contredanses consistently appear within comedies, musical 
spectacles, and other lighthearted, theatrical genres. Rarely does the dance form appear as part of 
a tragic plot. Furthermore, the situation of the contredanse within the spectacle itself is often in 
settings of merry-making and collective happiness (weddings, masked balls, or simply the town 
streets) even when the generic structure or quality is not comic per se. Thus, in addition to 
gesturing towards the collective expressions of classical dramaturgy, the dancing communities of 
the contredanse also hearken to the meta-discursive intentions and practices of early modern 
comedy. Jean-François Cailhava de l’Estandoux stipulated that comedy ought to represent a 
 
524 Tadeusz Kowzan, Théâtre miroir: Métathéâtre de l’Antiquité au XXIième siècle (Paris: Harmattan, 2006), 195. 
 
525 Georges Forestier, Le Théâtre dans le théâtre: Sur la scène française du XVIIième siècle (Geneva: Droz, 1996), 25.  
 
526 Forestier, Le Théâtre, 61.  
 
527 Harris-Warrick, Dance, 32-33. 
 
528 Harris-Warrick, Dance, 32. 
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universal, human character on stage or, at the very least, a cultural or social type familiar to the 
spectators.529 Comedy naturally brought the world of the stage in closer contact with the world of 
the spectator, Dubos wrote, because its setting and characters were more akin to those of 
ordinary life.530 Marmontel insisted that comedy resides in the mirror-like relationship between 
the setting and characters of the fiction and those of the spectator’s society. If recognition of the 
“real” world in that of the theatrical was not possible, there would be no comic effect and the 
spectacle would have no meaning or appeal to its spectators as a comedy.531 The contredanse, a 
dance form societally familiar to eighteenth-century audiences, was a means of establishing the 
resemblance of the characters’ and spectators’ worlds and enhancing, even producing, the comic 
dimension of a dramatic spectacle. Moreover, it choreographically incarnated the unification and 
equalization of comedy through synchronous movements and spatial positioning. When seen 
from outside the set, the dancers of a contredanse appear, literally, on the same plane.532 And if 
 
529 Jean-François Cailhava de l’Estandoux, De l’Art de la comédie, rev. ed. (Paris, 1786), 1: 84, Gallica. 
 
530 Dubos, Réflexions, 1: 148. In opera, the commonplace boundaries of comedy were stretched to include more 
mythological and fantastical subjects.  
 
531 Marmontel, Poétique, 2: 372-75. 
 
532 A contredanse on stage could engage all the dancers in one choreography but whether or not it incorporated the 
singing actors as well varied. For example, Cahusac’s ballet L’Algérien, ou Les Muses comédiennes (discussed 
below) employed actors and actresses who could both sing and dance whereas his ballet Les Festes de l’Himen et de 
l’Amour (considered above) does not seem to have cross-cast singers and dancers. Nevertheless, the chorus in the 
latter ballet must have demonstrated some kind of innovative use of collective choreography because Cahusac 
argues in his Encyclopédie article “Choeurs, les” that all opera choruses should imitate the unification of movement 
and text exemplified by the chorus in the first entrée of Les Festes de l’Himen et de l’Amour. For once, Cahusac 
remarks, the chorus did what it said it was doing. Could it have been the contredanse that instigated the collapse of 
vocal and somatic distinctions? In Les Festes, Orthésie calls upon the woodland birds to “[chanter] son triomphe 
[that of Osiris] avec nous” (sing his triumph with us) at the end of the entrée. She promises that “[s]i vos chants sont 
plus doux,/ Nous serons moins volages/ Et plus tendres que vous” (if your songs are sweeter,/ We will be less 
volatile/ And more tender than even you). Then follows the contredanse générale. The bird songs are imitated 
orchestrally; the chorus, by contrast, falls silent during this concluding piece. But perhaps the winged voices had 
persuaded the singing Amazons to ground their flights of fancy, to cease running about the forest, and instead to 
tether their feet to “plus tendres” contredanse steps and figures. Cahusac, “Choeurs, les,” in Encyclopédie, 3: 362; 
Cahusac, Les Festes, 30. For a brief discussion of the distinction between singing and dancing choruses, see Harris-
Warrick, Dance, 248-49. 
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everyone is on the same plane, located in close spatial proximity, they are perfectly placed to be 
infected quickly and effortlessly by a contagion. 
 
Act III, Scene 1  
 L’Algérien, ou Les Muses comédiennes, another ballet by Cahusac, employed not two, 
but three, contredanses—with signifying potential far-outreaching those in Les Festes de l’Himen 
et de l’Amour. In L’Algérien, the monarchical interest is not the dauphin but his father Louis XV 
and his great-great grandfather Louis XIV. The comédie-ballet was written and staged in honor 
of the recovery of Louis XV who had fallen ill while visiting his troops in August, 1744. His son 
and the clergy in his retinue had deemed him nearer death than he really was—even performing 
the sacrament of extreme unction—and the French people translated the circumstances into an 
extreme fear of losing their king.533 Nothing more than what was superficially visible (despite 
any actual veracity) was necessary to disseminate panic and distress among the king’s subjects.   
 L’Algérien evokes its contemporary context towards the end of the Prologue. 
Melpomène, muse of tragedy, rushes on stage in great distress and announces to Apollon, 
Terpsichore, and Clio that Louis le Bien Aimé is nearly (if not already) dead.534 Yet Thalie, muse 
of comedy, enters quickly to reassure all that the king has, in fact, recovered and that France will 
not lose her benevolent monarch. Renown (La Renomée) declares this news to be of universal 
importance and hastens to spread the word, but Thalie insists that they all stage a comedy in the 
 
533 Hubert Méthivier and Pierre Thibault, Le Siècle de Louis XV, Que sais-je?, 10th ed. (Paris: Presses universitaires 
de France, 2000), 54-55, HathiTrust.  
 
534 It is perhaps telling that Melpomène was formerly the muse of the chorus before becoming the iconic muse of  
tragedy. Her patronage of choral performance was then conferred to Terpsichore, the muse of the dance. The 
presence of Melpomène on stage during the prologue of L’Algérien portends the imminent shift in the performance 
from the elite to the “common,” the heroic to the comic, yet for astute audiences, the link between Melpomène and 
Terpsichore also unintentionally underscores the role that choral dance plays in the acts to come. 
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monarch’s honor instead. She assigns to each deity a befitting role, and, together, they dance a 
contredanse before transforming into the fictional characters that they must play in the Muse’s 
spectacle.535 This merry and harmonizing dance form brings the immortal cast together and gives 
them a kinetic language by which to express their joy over the fortuitous turn of mortal events.   
 Cahusac’s comédie-ballet does not only aim to celebrate the reestablished health of Louis 
XV, however. The intérêt of the spectators is aroused and flattered to unite them in their 
sentimental attachment to the monarchy and in their subject-hood to his sovereignty.536 The 
Prologue opens with Renomée, Apollon, Satire, and a bouquet of Muses extolling the virtues of 
LOUIS, the “Astre” of the French monarchy.537 Militaristic conquests and artistic refinements 
have aureoled his reign, they chorus. One cannot forget the spectacular displays and heroic 
exploits that have decorated the monarchy under his inspired command. Just before 
Melpomène’s tragic arrival, Calliope sings of “[d]es vertus de LOUIS, de ses brillans exploits/ 
Hâtez-vous d’embellir le Temple de Mémoire,/ Il regne sur les coeurs que son bras a soumis,/ Il 
répand sur ses jours une gloire immortelle,/ Il est l’effroi de tous ses ennemis,/ Et l’amour d’un 
Peuple fidelle” (the virtues of LOUIS, of his brilliant exploits/ Hasten to adorn the Temple of 
Memory,/ He reigns over the hearts that his hand has subdued,/He makes known eternally his 
immortal glory).538 The themes of imperial domination, “Frenchification” of foreignness, and the 
felicity of submission dominate the entire ballet. Not by happenstance does the contredanse, 
 
535 The characters are foreign both geographically (neither French nor Greek) and “spiritually” (mortal, rather than 
immortal). 
 
536 Alain Viala, Lettre à Rousseau sur l’intérêt littéraire (Paris: Quadrige/Presses Universitaires de France, 2005), 
49-50. 
 
537 Louis de Cahusac, L’Algérien, ou Les Muses comédiennes, comédie-ballet, libretto (Paris, 1744), 6, Gallica. 
 
538 Cahusac, L’Algérien, 9. 
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itself an imported and “conquested” dance form, feature prominently at the beginning, middle, 
and end of the spectacle.  
The first appearance of the dance form, as aforementioned, concludes the Prologue. The 
Arts, Talents, and four of the Muses dance together while the other deities ready themselves for 
their performance of Thalie’s comedy L’Algérien, yet the spectators quickly grasp that their 
disguise is double. Not only are the gods and goddesses playing characters in a play (and let us 
not forget that there were real French actors and actresses playing the divinities), but we quickly 
learn that the three main female characters have assumed Algerian names although they are 
really French exiles. Clarice (Fatmé), Dorise (Agariste), and Isabelle (Fatime) were all taken 
captive upon a return voyage to their hometown of Marseille. They are now enslaved in the 
harem of Hassan, a wealthy and powerful Algerian who is quite enamored of all things French. 
He has spent time in Paris and hopes to return there but not before marrying the beautiful 
Clarice. Clarice, however, refuses his overtures as her heart is still passionately bound to that of a 
young Frenchman named d’Oberval. Unfortunately, her aunt is also in love with d’Oberval, and 
it was their joint effort to distract themselves after his sudden departure that drove them to 
embark upon the seafaring voyage leading to their captivity. What neither woman knows is that 
d’Oberval is a close friend of Hassan and was his companion during the sultan’s travels to Paris. 
They also are ignorant of the fact that the young Frenchman is a guest at Hassan’s palace (but, 
unlike them, of his own volition); and d’Oberval himself is unaware that Clarice—and her 
aunt—are but rooms away.  
 The second contredanse appears at the end of the second act where the plot takes a turn 
(seemingly) for the worse. Hassan confidentially reveals to d’Oberval his plans to return to 
France but not before taking Fatmé as his wife, a romantic conquest that the Frenchman—
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unaware of Fatmé’s masked identity—enthusiastically approves. Suddenly, Clarice (Fatmé) 
enters and a dramatic scene of recognition and suppressed passion follows. Hassan asks 
d’Oberval to persuade Fatmé to marry him. Clarice swears she never will as long as there is hope 
that her French lover lives (she has recognized d’Oberval). D’Oberval attempts to navigate the 
precarious situation in which he finds himself, not offending Hassan but staying faithful to 
Clarice. The scene ends with Hassan commanding Fatmé to return to the harem and warning 
d’Oberval that his anger may take a violent course. The sultan storms off stage, leaving 
d’Oberval in frantic distress, which a group of slaves attempt to erase with their song and dance. 
They recast d’Oberval’s passionate declamation of the virtues of the French empire, the felicity 
and authentic love to be found there (sung in II/3), by claiming that enslavement to Hassan is 
their greatest happiness, that their chains have birthed a great love for him in their hearts. “Du 
Maître qui regne sur nous/ Chantons toûjours l’aimable Empire.” (Of the Master who reigns over 
us/ Let us always sing about his beloved Empire.)539 The slaves are from every nation and, in the 
end, incorporate the three French captives present on stage into their performance of a 
contredanse générale. The mimicry of the Prologue is painfully evident—lexically, thematically, 
and kinetically. Within the ballet, the harmonic and unifying figures of the dance form are, no 
doubt, designed to reinforce the harem slaves’ persuasive verses and to physically manipulate 
Clarice, d’Oberval, and all the other French exiles into agreement. D’Oberval, at least, would 
have caught the bitter irony of his own rhetoric being used against him, and Parisian spectators 
would have noted the polyvalent meta-theatrality at play, the recasting of one reality (that of the 
Prologue and adulation of the French monarch) as another—to comic effect. Matthew Bevis has 
remarked that comedy forces its audience to rethink its own reality via “‘that which is 
 
539 Cahusac, L’Algérien, 82. 
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laughable.’”540 “A shared joke is a shared world,” he writes.541 Comedy operates as a ceremonial 
structure that turns ceremony on its head, a self-conscious self-examination that “can make us 
feel as though the joke is on us” and can “puncture as well as sustain illusion.”542 In other words, 
the laughter at comedy is turned back on itself as a critique of the one laughing.  
 This dimension of the comic dominates the end of Act II of L’Algérien, working through 
words as well as gesture to disrupt audience and character expectations. The collective nature of 
the contredanse mirrors the unification of the non-fiction and the fiction in this moment, the 
solidarity of spectator and actor, but its light-hearted movements also play to the irony and wit of 
the entire comédie-ballet. What sort of double entendre did Cahusac intend by casting Satire in 
the role of Hassan (Apollon played the role of d’Oberval)? Was he asking his audience to 
question their own blind submission to the monarchy, their docile acquiescence to the celebration 
of his “meritorious” reign?  At the very least, the doubling gives us cause to ponder. 543 
 Act III of L’Algérien lifts all nomenclatural masks. Somewhat despite himself, Hassan 
agrees to the marriage of Clarice and d’Oberval, confessing that he has unconsciously played 
(jouer) “[u]n ridicule & fort sot personnage” (a ridiculous and extremely silly character), 
revealed to him only in the “mirror” of the other characters’ behavior.544 He then turns to Isabelle 
 
540 Bevis, Comedy, 4. 
 
541 Bevis, Comedy, 6. 
 
542 Bevis, Comedy, 15.  
 
543 It ought to be noted that it is Hassan who praises France the loudest, although d’Oberval enthusiastically affirms 
what the sultan has proclaimed “Cher Hassan tous ces traits sont gravés dans mon ame,/ Et vous peignez d’après 
mon coeur.” (Dear Hassan all these traits are engraved in my soul,/ And what you depict is in accordance with my 
heart.) Cahusac, L’Algérien, 63; There are many more such subtle inversions of monarchical adulation in 
L’Algérien, a dimension of the ballet (and of the role of the contredanse on the eighteenth-century stage) that I will 
treat in more depth in the book to be written from this dissertation. See below, however, for a discussion of La Feste 
de Mirsa, another ballet that implicitly undermines French socio-cultural assumptions. 
 
544 Cahusac, L’Algérien, 113.  
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(Fatime), Clarice’s cousin and fellow exile, and asks if she would be willing to marry him. 
Isabelle agrees, and the curtain quickly descends upon the now-satisfied couples. It is a perfect, 
classical comic ending. “Me voilà, grace au Ciel, à la fin de mon rôle” (And now, thank heaven, 
I am done with this role), exclaims Satire, throwing off his play-acting identity.545 A discussion 
of the merits of the comedy ensues. Thalie is anxious that her little divertissement has not 
sufficiently reflected the finesse and perfection due the French monarch. Apollon assures her that 
any stylistic demerits are eclipsed by her genuine desire to honor the king—“[le coeur] est 
toujours sincere” (the heart is always sincere).546 He is delighted by the spontaneous arrival of 
peoples from all nations who have stormed Mount Parnassus to contribute to the joyful 
celebration of Louis’ recovered health. “Ne songeons qu’à nous réjouir” (Let’s think only of 
enjoying ourselves), Apollon declares, “Ce jour bannit les rangs, le bonheur les égale./ La joye 
est ici générale” (Today, banish rank, happiness makes all equal./ Joy is common here).547  
 Equality of gods and men, general felicity, effacement of rank? These are characteristics 
encountered in the societal contredanse, both choreographically in the harmonizing egality of its 
figures and spatial constructions and sociably in its creation of autonomous communities of 
dancers, students, and dancing masters. It is no surprise then that, in the concluding 
divertissement of L’Algérien, the first entrée danced by the nationally eclectic chorus (in the 
pastoral, country setting of a farm, no less) seems to be a contredanse. It is what they urge one 
another to perform, at least (“Dansons la contredanse” [Let’s dance a contredanse]), even if the 
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libretto titles their song as a branle.548 Cahusac describes the entry of the chorus onto the stage 
for this divertissement as haphazard, without deliberate reflection. They take over (s’emparer) 
the theater and integrate themselves among the immortals without ceremony.549 Natural emotion 
and sensibility justify their freedom of movement. “Que sert l’esprit? Tout est bien dit/ Quand 
c’est le cœur qui pense” (What need have we of the mind? All is well said/ When it’s the heart 
that thinks), the singers cry.550 This evocation of the reason of human emotion echoes the 
language of Enlightenment-era writers in their explanations and examinations of spectatorial 
sympathy and intérêt, either within or without the theater. Cahusac leaves no doubt as to the 
sentiment that his audience ought to experience at this moment of the ballet. Proclaimed in song, 
embodied in dance, and felt universally—regardless of rank, status, or nationality—collective 
unity and rapturous joy overwhelm the stage. Yet to what end? Does their ecstasy reflect 
sympathetic fidelity to the monarchy and the people’s “general” happiness at news of the king’s 
recovery? Or is the “morceau de gaité” embodied in the contredanse more personal? Are the 
spectators one with one another or with their sovereign in this moment? The same kinetic and 
musical discourse that gives rise to the unity also questions the cause and the reasonability of this 
common sentimentality. 
 
Act III, Scene 2 
 The affective manipulation of L’Algérien and its subtle questioning of authority and 
hierarchy does not seem to have ruffled eighteenth-century audiences too much. Perhaps the 
 
548 Cahusac, L’Algérien, 119. 
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gaiety of the alacritous music and choreography, the geographically-distant exoticism of the 
setting, and the fabulous divine invention of the entire story allowed spectators to maintain a 
“critical gulf”—to laugh, yet also to safely distance themselves from potentially detrimental 
ideas and feelings. La Feste de Mirsa, a ballet-pantomime staged by Maximilien Gardel for the 
Opéra in 1781, did not fare so well. It, too, subtly questioned French absolutism but enlarged its 
territory to include not only Versailles and the royal family but all of French society. What came 
under attack was the superiority of Frenchness itself.   
 In La Feste de Mirsa, as in L’Algérien, the themes of French predominance and the 
obscuring of identificatory distinctions take center stage. Nonetheless, there is a “backstage” 
discourse mixed confusedly with the “main-stage” discourse.551 The ballet clandestinely stages a 
gallimaufry of sentiments and identities, juxtaposing indigenous nobility, national diversity, 
cultural specificity—as well as French ascendancy—in an embodied jumble of songs, acts, and 
dances. Historian Ivor Guest writes that this generic intermingling of ballet-pantomime, comic 
opera, and musical interludes more than displeased Parisian audiences. 552 The prequel and 
pretext of the ballet was another creation of Gardel, which had premiered at the Opéra on 
November 8, 1779.553 The ballet d’action Mirsa had been an enormous success. Guest counts a 
total of one hundred fifty-five performances between 1779 and 1808.554 Why? The vivacious and 
 
551 Klaus R. Scherpe, “‘Backstage Discourse’: Staging the Other in Ethnographic and Colonial Literature,” in Play 
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vivid account printed in the Mercure de France provides some indication. It was not the 
simplistic plot, the astute musical choices, or the aesthetic and dramatic appeal of contrast—
although all these elements were present—that won the ballet critical acclaim.555 Rather, it was 
the agility of the dancers to perform their roles so authentically and convincingly that the 
audience felt deeply every emotion represented on stage. Ballerina Marie-Madeleine Guimard 
danced the title role “avec toute l’intelligence” (with all the assiduity) necessary.556 Danseur Jean 
Bercher Dauberval “perfectly” captured the movements of an aging officer, such that nothing 
could have been “plus gai” (more animated) or “plus vrai” (more genuine) than his 
performance.557 The young Auguste Vestris played Mirsa’s lover with great warmth, dignity, and 
“intérêt,” whereas the watery death of his fictional rival, danced by Louis Nivelon, inspired “une 
vive impression de terreur” (a fierce impression of terror) in all the spectators.558 “On rit au 
premier acte, au second on est vivement ému; au troisième, on est partagé tour à tour entre 
l’admiration & la joie” (The spectator laughs during the first act, during the second, his is visibly 
moved; during the third, he successively encounters feelings of admiration and joy), the Mercure 
declared.559 High praise, indeed, for a ballet that Noverre complained was “mis-staged” and had 
been illegitimately performed in the high-art sanctuary of the Opéra.560  
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 La Feste de Mirsa, by contrast, premiered—and disappeared—all in the same day.561 The 
Journal de Paris decided that it was not worth the print space to review the performance.562 The 
Mercure gave the ballet-pantomime slightly more consideration, but so many adjustments were 
necessary to make La Feste de Mirsa acceptable and agreeable to Parisian audiences that the 
critic struggled to articulate them all. What he could explain to his readers was that with the title 
of “fête,” the spectator expected to feel one thing at the end of the ballet but, instead, was 
violently assaulted by “les situations faites pour affliger l’ame” (circumstances invented to afflict 
the soul).563 Was it simply that the chaotic mixture of performative media and dramatic genres 
seemed out-of-place in the institutional theater of the Académie royale de musique, as Guest 
claims?564 Or was it the displacement of discourse and the recognition that more than opera had 
been supplanted by dance—that empirical hegemony was being called into question by the 
frivolous feet of Scandinavians, Brits, and even sauvages in La Feste de Mirsa?565  
 The Mercure praised Gardel’s first Mirsa because the three acts built logically upon one 
another, even if the scenes and emotions contrasted starkly.566 The ballet crescendoed to a climax 
(with Nivelon’s character falling into the sea) and resolved with a garden party in celebration of 
Mirsa’s engagement, ending—of course—with a contredanse générale. By contrast, La Feste de 
Mirsa is thematically singular and multiple all at the same time. On the surface, and as the 
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counterpart of Mirsa, it seems to take the forthcoming wedding as its cue, and, indeed, the 
majority of the libretto scripts various divertissements to entertain the wedding guests. This final 
spectacle is preceded, however, by three acts of dramatic pantomime during which a second plot 
is introduced, featuring not a French heroess but an indigenous one. It is the wife of the sauvage 
chieftain who is the center of the ballet-pantomime and who must win the hearts of her on-stage 
(and off-stage) spectators, binding them not only to the story but to herself. Her dancing, 
however, must not have been as capable as that of her French counterparts in the prequel ballet to 
arouse audience sympathy and intérêt, or, perhaps, it inspired an affective response that 
eighteenth-century spectators found unacceptable. 
 Alain Viala dissects the anatomy of intérêt in his Lettre à Rousseau such that we 
understand how eighteenth-century dramatists and theorists could believe “attachment” (Viala 
uses the word adhésion) of a real theater-goer to a fictional character, and of isolated spectators 
to one another, possible in an authentic moment of sociable collectivity.567 When a spectator 
experiences some emotion within herself—inspired by a dramatic word, gesture, or moment 
outside of herself—she senses that she is alive; she feels her heart stir, and this awareness of her 
own existence pleases her.568 She becomes attached to the pleasure of her own feeling, which she 
attributes to whatever is occurring on stage at the moment. That this attachment is entirely self-
directed pleases her all the more, deepening the connection between herself and the work of 
art.569 This voluntary attachment is what confers upon the arts their power and their pleasure, or 
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rather, pleasure is their power.570 It is what casts the arts as “political”—political because social, 
societal.571 Institutes, but not because they institute their power of pleasing; their pleasure is 
chosen, ergo powerful.572 
 In her reading of the ballet d’action Mirsa, Susan Leigh Foster illustrates how intérêt 
attaches the characters of the ballet to one another—and the spectators to the characters. Foster 
borrows David Marshall’s literary hypothesis that the moment of a heroine’s absolute 
vulnerability is the moment where she wins the heart of her suitor, cording his emotions and 
engaging his services in her employment.573 Foster is thinking of the moment in the ballet where 
Mirsa faints into her beloved’s arms, so overwhelmed is she by his appearance when she 
believed him to be dead in the depths of the sea. The heroine had nearly fallen upon her suitor’s 
sword to join him in immortality when Lindor himself hastens on stage and rescues her from her 
love-straught mistake.574 This precipitates the arrival of Mirsa’s parents who have no choice but 
to condone their daughter’s amorous preference and arrange the wedding.575 As Foster notes, 
Mirsa’s fainting attaches Lindor to her literally, sentimentally, and ceremonially; the conflict is 
resolved, and the ballet concludes.576 What Foster overlooks, however, is the fact that the entire 
scene—the entire drama—hinges on Lindor’s sudden return in Act II. Summoned by the 
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chamade of his company, Lindor has only just left the stage (and Mirsa’s side) when, hearing 
desperate pleas for rescue, he hurries back and finds Mirsa being abducted by his rival, the 
Corsair officer. It is this heroic act, where Lindor “arrête le Corsaire cherchant à enlever Mirsa” 
(impedes the Corsair, intent on kidnapping Mirsa), that the Mercure applauded as being danced 
with “beaucoup de chaleur, d’intérêt & de dignité” (with much warmth, sensibility, and 
dignity).577 Intérêt was what qualified Vestris’ performance, what prompted a series of events 
attaching Lindor to Mirsa forever in wedded bliss, and what won the spectators’ affection, 
swaying their judgement in favor of the entire ballet.578  
 Nonetheless, Viala remarks, if spectatorial intérêt is voluntary, being dis-interested is also 
voluntary. With the pleasure of succumbing to a moment of synonymous and sociable 
identification comes the capacity to freely reject this attachment: “la question de l’adhésion porte 
aussi celle du refus, de la rébellion, de la révolte” (the question of attachment also implies that of 
refusal, of rebellion, of revolt).579 It is not that there is no intérêt present to enrapture the 
spectator but that the spectator finds the intérêt to be un-pleasant, even repulsive. The spectator 
dis-engages from the characters by the same means that she engages with them. This dis-
engagement via (dés)intérêt is precisely what we witness in the aftermath of La Feste de Mirsa. 
 The opening scene, as in the prequel, takes place in the home of Monsieur Mondor, 
governor of the colonial island of Cataracoui.580 Also as before, the family has gathered to dine 
(they exit to go to dinner in Act I of Mirsa; they are taking lunch on stage in La Feste). It is a 
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perfect domestic scene: the family is wholly absorbed by quotidian activities and unconscious of 
their external audience or the dramatic shift of fate that its presence portends. Monsieur Mondor 
even demonstrates how elegantly he can pour the tea. After lunch, Mirsa and her fiancé depart on 
a hunting excursion with many of their friends but are ambushed by a group of natives who take 
Mirsa and her companions captive. The chief of these sauvages is especially enamored of the 
young woman, but his faithful wife appears and convinces him, by demonstrations of her 
unceasing and merciful love, to set the frightened girl free. The chieftain never has the 
opportunity to do so, however, for a troupe of French soldiers arrives and captures him, dragging 
him off to be judged by Mirsa’s father. Governor Mondor sentences the chief to death, but Mirsa 
interferes and begs that he be released just as his wife once pleaded for her release. Grateful for 
the sauvage woman’s timely intervention on behalf of his daughter, Monsieur Mondor concedes, 
and in return, the chieftain willingly submits his people to French jurisdiction. The final scene 
celebrates Mirsa’s marriage with the performance of a one-act play followed by a ball: multiple 
contredanses (including the characteristic contredanse générale at the end), quadrilles 
showcasing various European national styles, reminiscent danses nobles performed by Mirsa’s 
family, and a revival of the dance of the Sauvages from Jean-Philippe Rameau’s opéra-ballet Les 
Indes galantes are all included.581   
 In many ways, Mirsa and La Feste de Mirsa are so similar that the exuberant reception of 
the former and the total rejection of the latter seems unfounded and arbitrary. Noverre rejected 
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both ballets but lambasted La Feste de Mirsa because of its caricatural low-life subject and 
generic miscalculation of what was appropriate at the Opéra.582 The Mercure took the moral 
high-ground, arguing that “la cause du goût” (the cause of good taste) demanded such dramatic 
displays of massacre and corporal punishment as present in La Feste de Mirsa to be removed 
from the stage, at least from a spectacle promising happy endings.583 But a tumultuous mélange 
of quotidian domesticity, violent confrontation, melodramatic abduction, and bombastic, 
nationalistic display as much characterize Mirsa as its sequel. Both ballets begin in the 
governor’s colonial American home. Act II then moves outdoors. “Exotic” warriors (a Corsair, in 
the first ballet, a native American chief, in the second) attempt to abduct Mirsa. The ballets 
conclude with a party thrown in honor of the young heroine’s marriage to her beloved Lindor. 
Ideologically, both ballets exuberantly purport French ascendancy over indigenous, dark-
skinned, and other “exotic” people groups. In the first Mirsa, nègre renegades are put to flight 
and a Corsair officer is murdered (all by Lindor, colonel of the French regiment, and Mirsa’s 
lover). In the second Mirsa, a sauvage chieftain relinquishes control of the island to Governor 
Mondor, but only after being captured and nearly executed. In a meta-theatrical gesture, the first 
ballet employed real-life ancien régime companies to perform the role of fictional military 
characters and to re-enact a dummy battle and blissful rapprochement with New World 
Americans.584 During the last entrée of the second ballet, a stage-within-a stage is erected in 
honor of Mirsa’s wedding, upon which comédiens perform the short play Emilie. Emilie recounts 
the tale of a stray Frenchman-turned-sultan who is reunited with his French family in his Turkish 
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harem. “La Patrie est partout, où l’on peut vivre heureux…” (The Fatherland is everywhere, 
wherever one can live happily…) the sultan reminds his audiences, but it is clearly a French 
patrie that must englobe the nations of the earth in blissful harmony.585 The resolution of the 
comedy-within hinges on Turkish disguises being lifted and the French essence of the characters 
being restored. Thus, thematically, structurally, and stylistically, the similarities of Gardel’s two 
Mirsa’s render it impossible that any artistic consideration be the veritable reason for the one’s 
popularity and the other’s censure. It cannot be from the likeness of the ballets that the dis-
interest resulted. It must lie rather in their dis-likeness, their dis-similarity. 
 A closer reading of the Mercure is telling as to what went awry in La Feste de Mirsa. 
There is undoubtedly, the reviewer wrote, some stylistic reason to condemn the ballet-
pantomime. Characters were inappropriately attired (it was not vraisemblable for a Natchez 
warrior to be dressed in an Incan costume); there was altogether too much gestural language and 
not enough explicit rhetoric.586 And the pretext of the last act and its disparate components was 
so incredible that it was akin to a miracle of Biblical proportions, making the dumb hear and the 
deaf sing.587 Thus far, the critic and the audience seemed to agree, but then the Mercure writer 
turns on his fellow theater-goers. He was horrified by the inappropriateness of the entire ballet—
not merely its final act. They, on the other hand, the notorious “public,” only vocalized “goût” 
(taste) and “vérité” (truth) with the arrival of the play-within-the-play Emilie. 588 This one-act 
comedy they greeted with boos and hisses, whereas previously, they had been silent. The 
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Mercure interprets their mute spectatorship as complicity in, even approval of, a ballet that the 
reviewer judged worthy only of “Cannibales.”589 Spectators reading the review may have 
baulked at the use of this word. There had been no cannibalism in Gardel’s ballet, and if the 
Mercure was comparing them to cannibals, who or what had they so savagely consumed?  
 Perhaps it was their naïve consumption of the doubling of discourse that accompanied the 
doubling (even quadrupling) of genres that so disturbed the reviewer. Identically to the first 
Mirsa, the concluding episode of La Feste de Mirsa is a celebration thrown in honor of Mirsa 
and Lindor’s wedding. And as aforementioned, a classic example of a meta-theatrical play-
within-a-play initiates the festivities. The ballet characters (Mondor’s family, the native 
American people) become spectators of Emilie, sharing an external perspective with the off-stage 
audience. Nonetheless, their on-stage-character-presence is never fully restored. Even once the 
play concludes, the original ballet characters are divided into sets and perform different dances 
for one another as part of a diegetic ball. They become actors in their own entertainment, 
appropriately beginning and ending the festivities with a contredanse—a collective dance form 
that kinetically privileges synonymous and self-reflexive participation and spectatorship.  
 The contredanse serves as a framework for the entire ballroom scene of La Feste de 
Mirsa. It initiates and concludes a series of dances of varying styles, genres, and national colors. 
After the opening contredanse, Englishmen and women, Scotsmen and their partners, and a 
quartet of Scandinavians perform quadrilles. Monsieur and Madame Mondor (who is Créole) 
perform the timeless Old World danse noble “La Mariée.”590 Mirsa and Lindor (another French-
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Créole duet) perform a pas de deux. And the indigenous sauvages visualize their acquiescence to 
French hegemony by performing typecast dances borrowed from Rameau’s Les Indes 
galantes.591 Then comes the closing contredanse générale, itself a dance form that signals a 
cultural transformation and manipulation analogous to that underlying “Les Sauvages.” It is an 
emblem of one country representing another—according to the cultural dictates of the 
performers, of course—and of the social being conscripted for the theatrical.  
 Despite the nicety of a varied, cultural color, the tone of the ballroom scene in La Feste 
de Mirsa would seem to reinforce the political message at the end of Emilie. The intended 
emplacement of the audience’s affections and intérêt is forthrightly demonstrated and overtly 
simplistic: one’s true identity and truest feelings ought to be French. And yet, the dancing 
succeeding the comedy externalizes and enacts a sentiment more complex in its meaning. In 
Emilie, Turkishness is the falsehood; Frenchness is the verity. The selection of dances for the 
ball, by contrast, questions the universality of this assumption. The characters may perform 
French pas but they are attempting to dance themselves: English, Créole, and native American 
alike. Their quadrilles, contredanses, and danses nobles are but a “foreign” choreographic 
covering for their true national essences. Moreover, the dance crowning their performances is 
itself truly foreign. Albeit “Frenchified,” it is a borrowed English dance form, maintaining 
structural and choreographic characteristics of its original culture.  
 The unspoken discourse of the final act with its latent, choreographic diversity that 
questioned the heroism of French hegemony and the savagery of the subordinated Other seemed 
 
591 Whether the original choreography for the entrée “Les Sauvages” or only the music, to which new 
choreographies were added, was borrowed is unknown (cf. fn. 581). The score of La Feste de Mirsa may provide 
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Part One: The Eighteenth Century” Dance Chronicle 23, no. 2 (2000): 87-132. 
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to have slipped imperceptibly into the official text of the La Feste de Mirsa. According to the 
review in the Mercure de France, the spectators sat in (complicitous) silence for the duration of 
the performance, only manifesting any disapproval of the ballet in the midst of the fourth and 
final act when they were displeased by a somehow disconcerting juxtaposition of genres and 
styles. When the comedy Emilie appeared suddenly as part of the ballet-pantomime, the audience 
erupted into a cacophony of disapprobation, but until this moment, their dull responsiveness 
confessed that they had partaken of the poison, basely ingesting the critique of their own 
Frenchness that the ballet staged.  
 The language in the Mercure was not less violent. The reviewer denigrated the second act 
of the ballet as a spectacle worthy only of cannibals (“digne des Cannibales”)—it was a barbaric 
consuming of one’s own kind, but he stipulated that Gardel was not to blame for the spectators’ 
uncouthness or for creating such a vile spectacle. 592 Rather, it was the reverse: the Parisian public 
had forced the ballet master to appease their base whims. “[S]i nos Artistes estimables 
descendent jusqu’à faire des caricatures, c’est la faute du Public” (If our esteemed artists lower 
themselves to the point of making caricatures, it’s the public’s fault), the Mercure reviewer 
sputtered in the first paragraph of his critique.593 These cannibalistic spectators had clearly lost 
the reasonable refinement of sensibility and given in solely to sensation. “[O]n la séduit [the 
audience] avec des mots, on l’étonne avec des cris, on l’amuse avec des images, on la foudoye 
avec des billets: aussi c’est elle, qui, de glace aux représentations des Ouvrages dictés par la 
raison & le génie, applaudit avec transport aux tableaux du vol, de la prostitution & du meurtre.” 
(One seduces [the audience] with words, one surprises them with shouts, one amuses them with 
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images, one shocks them with quips: moreover, it’s the audience who, although entirely 
unmoved by performances of works dictated by reason and genius, applauds with rapture scenes 
of rape, prostitution and murder.)594 The reviewer did not question the public’s ability to feel and 
to respond to what was being displayed on stage; rather, it was that they felt too much—to the 
exclusion of taste and reason. Their silence was not one of unfeeling numbness but of 
acquiescence to their senses. And yet, the author of the Mercure review confesses his own 
consumption of the ballet’s staged reversals. Of his own admission, the cannibalistic second act 
is where indigenous peoples are murdered at gunpoint (“l’on tue des Sauvages à coups de 
fusil”).595 What is inhumane is not the obscurity of French hegemony but rather the erasure of the 
other. 
 Audience sympathy is appropriately engaged in the ballet Mirsa. Spectatorial intérêt is 
captured in Act II by the French colonel Lindor upon whose heroic valiance and virile dancing 
the plot depends for its resolution. But in La Feste de Mirsa, Mirsa’s timely interference to spare 
the life of the sauvage chieftain thinly masks the real heroine: the chief’s wife. If not for the 
latter’s relentless pleas and insistent presence in the second act, Mirsa would not have been 
spared and would not have had reason to reciprocate the act of mercy and kindness. The 
mainstage discourse of La Feste de Mirsa is one of French predominance and superiority, but its 
backstage discourse underscores French dependence on the noble savage. “Les Indes” can be 
“galantes” of their own volition. If one instance of the contredanse can send the spectators home 
on a “morceau de gaité,” two just may upset the applecart. One unifies. Two celebrate diversity. 
One displays a French façade. Two uncover the cultural binary at the core of the contredanse 
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form. “[D]ancing bodies are performative in every sense of the word,” dance theorist Jane 
Desmond writes: 
 They enact a conception of self and social community mediated by the particular 
 historical aesthetic dimensions of the dance forms and their precise conditions of 
 reception. They engage every sense of the body, and do so in socially meaningful ways 
 which emphasize certain sensations over others. Such an analysis of nonverbal symbolic 
 systems that are not only embedded in social contexts but also are formative of those 
 contexts of lived experience can expand our understandings of ideologies and their 
 discursive mobilization in realms that are often so overlooked as to be naturalized.596 
 
In L’Algérien, the dancers successfully “naturalize” and mask the tacit mockery of French 
hegemony and absolutist authority that their performance of the contredanse embodies. The 
spectators rejoice that Hassan has been thwarted in his desires, that the disaster unfolding 
suddenly takes a happy turn in a moment of collective revelation. The deception worked by the 
lovers, the captives, the slaves, is not punished but rather celebrated because it is against an 
Other—the geographic and cultural éloignement of the ballet’s mise en scène cuts a safe-
guarding critical gulf between spectacle and spectator such that comedy’s criticizing voice is 
rendered inconsequential. Whatever bitter truth may lie beneath the ridiculousness of the heavy-
handed sultan (and his analogousness to Louis XV) is sufficiently concealed and normalized by 
the bodies of the dancers such that it loses its affective power. In detrimental contrast, the 
dancers’ bodies could not mask the (un)intentional critiques choreographed into La Feste de 
Mirsa and the ballet was never seen again.  
 
Act III, Scene 3 
 The tension elicited by the practice of masking, both literally and figuratively, is essential 
to James Johnson’s insightful reading of the historical Venetian mask. On the one hand, masks 
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allow a personal freedom through the anonymity that they grant the wearer, yet in this anonymity 
there can be no individualism. Johnson asks with Umberto Eco if the transformation of masking 
into a scripted social practice and deliberate show of itself is not more restraining rather than 
less.597 Johnson argues that, for Venetians, masks were a ritualistic release. He calls into question 
Mikhail Bakhtin’s sweeping claims for the carnivalesque in early modern Europe by 
demonstrating that masks were not outrightly transgressive.598 Masking in eighteenth-century 
Venice did not allow the wearers to throw off all layers of social hierarchy and political control. 
Rather, the disorder allowed by a mask only existed because there was order. Masks showed the 
orderliness of reality but did not erase it.599 
 The topsy-turvy reasoning that underlies Johnson’s argument is intentional in carnival 
settings, Eco argues. He insists that the comic effect of transgressive masking depends on a 
setting where spectators are free to not care if protocol is ridiculed. Eco calls this the “upside-
down world:” regulation is purposefully upended so that “we are liberated from the fear imposed 
by the existence of the rule.”600 But simply because a mask muffles the backstage discourse does 
not mean that this discourse cannot be heard and that it is not a legitimate—and affective—
discourse. As Johnson suggests, the mask may be “authorized” transgression, but it can still 
remain “authentic” in its authorization.601  
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 Jean-Claude Bonnet writes that the inversion of conventional, top-down reason is what 
defines the reformed aesthetic described in Diderot’s Le Neveu de Rameau, an aesthetic that was 
certainly not intended to be flippant and temporary in its affectiveness.602 Diderot’s reflections on 
the theater are often cited as the foundation of an eighteenth-century dramatic shift and the 
development of a new theatrical genre, the drame bourgeois (also called the drame sérieux or 
genre sérieux). The drame sérieux was not intended as a quaint tableau of domestic simplicity; 
rather, it was a moving representation of the spectator’s own humanity.  
 Pierre-Augustin Caron de Beaumarchais, who enthusiastically embraced and applied the 
dramatic ideals theorized by Diderot, articulated the purposeful intentions of the drame sérieux 
in the preface to his 1767 drama Eugénie.603 “Il est de l’essence du genre sérieux d’offrir un 
intérêt plus pressant, une moralité plus directe que la Tragédie héroïque, & plus profonde que la 
Comédie plaisante” (It is of the essence in the serious genre to offer a sympathy more pressing, a 
morality more direct than that in heroic tragedy and deeper than in amusing comedy), 
Beaumarchais explained.604 The ordinariness and commonness of drame sérieux allowed the 
audience to identify with the play more intensely and uncontrivedly than in any other genre of 
spectacle; their intérêt was voluntary but so natural as to be imperceptible. This interested 
voluntarism necessarily influenced the specator’s reception of the fiction but also “a[vait] donc 
un rapport necessaire à notre manière d’envisager les objets réels” (had an effect on the manner 
in which we would envision real objects), Beaumarchais proposed.605 The affective experience 
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produced by a drame sérieux did not remain within the confines of the spectacle. It defied the 
borders of the proscenium—even of the theater—and altered not only how spectators responded 
to the play but also to life, transforming how they watched the staged world and the stage of the 
world. And this more profound intérêt thereby intensified the moral implications of the drame 
sérieux. For, if morality is the personal application of conscientious thought, and if reason stems 
from sensible encounters with the world—as Beaumarchais and so many of his contemporaries 
hypothesized—then a moral(izing) play will necessarily stimulate the spectator’s sensibility. It 
does so, of course, via intérêt. 606 
  Intérêt plays a very sober role in Beaumarchais’ dramatic rationale but in Diderot’s Le 
Neveu de Rameau, its place is much less so. In fact, intérêt’s role in the nephew’s reasoning is 
very un-serious and unanchored. “[I]l faut être ce que l’intérêt veut qu’on soit” (It is necessary to 
be what empathy demands that one be), the character ‘Lui’ comments to his dialogic 
companion.607 ‘Lui’ discovers a blissful existence by accepting everything and everyone at face-
value. He lives in an eternal present where the moment is what counts and what has meaning, 
rather than in an everlasting search for deeper truths and universal principles. Momentaneity is 
often associated with comedy. The carnivalesque upheaval and transgression of L’Algérien only 
works because it is temporary. By the end, all is made right and returns to an appropriate order. 
Comedy reveals “not only that there’s no time like the present, but also that there’s no time but 
the present,” Bevis remarks.608 The temporality of the comic play is not a successive chronology 
of past, present, and future but a repetitive synchronology of presents.  
 
606 Beaumarchais, Eugénie, xv. 
 
607 Diderot, Le Neveu, 91. 
 
608 Bevis, Comedy, 62. 
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 It is this momentarian philosophy that guides Diderot’s definition of art and his aesthetic 
principles, according to Bonnet. He describes Diderot’s argument in Le Neveu de Rameau as 
rooted in a “logique plus souterraine, apparentée à la folie et au rêve” (more base logic, attached 
to madness and dreaming).609 Diderot arrives at the depth of the drame sérieux by means of the 
superficiality of comedy’s unending present, and it is this belief in the validity of the moment 
that gives credibility to the practice of pantomime within the philosophe’s artistic paradigm.610 
The visible is the truth of the invisible, and the invisible defines the visible.611 The mask is as 
genuine as the face behind the mask; to simultaneously or alternately mask and unmask is to 
declare a verity and reality. This paradoxical binary of être and paraître is what enables 
Rameau’s nephew to assert with total confidence: “Je suis moi et je reste ce que je suis; mais 
j’agis et je parle comme il convient” (I am myself and I remain as I am; but I act and I speak as 
befitting the circumstances).612 Without some kind of universal anchor, this surfacy aesthetic 
would seem to privilege folly and absurdity. 613 Indeed, it lends itself to irony, mimicry, and 
spectacle, but its relativity is not without a solid foundation. Admittedly, the base of this 
dramatic ideology is not spiritual or intellectual but “plus souterrain,” more earthy, more sensual, 
more essential. It is rooted in the body and what is displayed by the body. The gaiety, even 
frivolity and raucousness, that accompanies superficial displays is what allows order to be 
 
609 Diderot, Le Neveu, 26.  
 
610 Diderot, Le Neveu, 25-27. 
 
611 Diderot, Le Neveu, 27.  
 
612 Diderot, Le Neveu, 90.  
 
613 Diderot, Le Neveu, 26-27. 
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legitimately disordered and the body to speak without censure.614 And because the body’s display 
is genuine in the moment, the body is not imitating. It is speaking. The feelings and emotions 
that it provokes are authentic and real—capable of implications far out-reaching the confines of 
the stage. The time-space in which the body moves is truly an eternal present. 
 The contredanse in eighteenth-century France embodied the two-faced levity of the 
nephew’s pantomimic artistry and the timeless sincerity of the drame sérieux. French pas and 
Gallican formations borrowed from the danse noble thinly masked an English country dance that 
celebrated sociable movement and a playful aesthetic in its steps and figures. “[La contredanse] 
relève d’une conception plus dynamique que décorative” ([The contredanse] reveals a 
conception more dynamic than decorative), Guilcher has written. “Elle procède de l’esprit du jeu 
plutôt que de celui de l’architecture ou du tableau…le danseur de country dance la vit [the 
choreographic figures] comme un jeu soumis à une règle sociale, dont le dessin sera une 
résultante.” (It proceeds from the spirit of acting rather than from that of architecture or of 
painting…the dancer of the country dance experiences the choreographic figures like play-acting 
subjected to a social rule, of which the picture will be only one of the consequences.)615 The 
artistic spectacle of the contredanse on stage is a secondary benefit. What is really being 
performed is a game—the spirit of playfulness (l’esprit du jeu)—an alternative reality created 
through the bodies of the dancers that, when accepted at face value, is as legitimate and authentic 
as the world of the outside spectators. It is the pleasure of the entire experience that allows the 
spectator to ignore how real this performance is. Masquerade in Parisian society was non-
threatening because the mask came off and the upside-down flipped right-side-up once again. In 
 
614 For a discussion of the ephemerality of the dancing body, see Lepecki, “Inscribing Dance,” in Of the Presence of 
the Body, 124-39. 
 
615 Guilcher, La Contredanse, 46. Italics in the original. 
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the case of the contredanse, however, what it signified on stage did not entirely remain on stage. 
The flippant truth of its somatic mask had a genuine dimension. Its disguise was disarmingly 
sincere because the spectators could perform it themselves in a very non-fictional and real world. 
It was also alarmingly invisible, for as soon as it was performed, it vanished—an “elusive 
presence,” to borrow from André Lepecki, “the fleeting trace of an always irretrievable, never 
fully translatable motion.”616 In other words, one could never be quite certain what was the mask 
of the contredanse. Was the choreography an innocent cover for a more detrimental sympathy or 
did the movement itself embody some alternative truth that masqueraded as felicitous and 
frivolous feeling?  
 La Matinée, la soirée, et la nuit des boulevards—an “ambigu de scènes épisodiques” 
performed before the royal court at Fontainebleau on October 11, 1776—vividly illustrates the 
duplicitous duality of the social contredanse being set in a dramatic spectacle. The ambigu 
features two diegetic contredanses. The first is a simple, spontaneous street dance, performed by 
fairground entertainers and local merchants, that is inserted into the middle of Part II. The fourth 
scene of the second part culminates in widespread dancing and a playful ditty sung by a band of 
peripatetic performers, which itself serves as a reinforcing epilogue to the preceding three 
scenes. In Part II of the La Matinée, la soirée, et la nuit des boulevards, philosophers and their 
usefulness to society are sarcastically mocked. Four aspiring bourgeois gather at a local café to 
read and discuss the announcements printed in the latest edition of the Affiches. Their dialogue, 
with its plays-on-words and comic thrusts at accepted logic, are evocative of the humorous and 
inverted reasoning of Rameau’s nephew. The pseudo-philosophizing represented in “La Soirée” 
degenerates into a fist-a-cuffs over the location of the Nile before being swept away by the 
 
616 Lepecki, Of the Presence, 127. 
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choristers’ boulevard tune. The singers feign a serious tone as they extol the merits of a 
“Philosophe d’importance,” whose reasoning would truly be capable of changing French 
customs and society. They praise the man who could moralize the corrupt practices of 
pretentious bourgeois, unfaithful lovers, prodigal noblemen, greedy clergy, café-lounging 
politicians, and gaudy courtiers with his philosophy.617 But the singers’ refrain of “Chansons, 
chansons” (“Stories, stories”) at the end of every stanza belies their deriding intentions.618 And 
their contredanses, frolicking on the final notes of the song as they taunt showy aristocrats who 
parade their own dishonor and no longer conceal it beneath a mask (“[v]ous n’irez plus en 
mascarade” [you will no longer go masked]), set the stage for the masked ball that culminates the 
entire ambigu.619  
 In the fourth part of La Matinée, la soirée, et la nuit des boulevards, unambiguously 
labelled “Le Bal des boulevards,” the spectators are introduced into a brightly-lit ballroom where 
a “foule de Masques” (a crowd of maskers) fills every corner of the stage.620 Monsieur Bonneau, 
pointlessly disguised (he is wearing a sign on his back with his name written upon it), is snaking 
in and out of the maskers in hopes of meeting his mistress Lolotte. The two have invented a 
signal (scratching their noses with their finger) to recognize one another, but the lover of 
Monsieur Bonneau’s wife Monsieur Desbarreaux relates this detail to Madame Bonneau who 
then cleverly uses the signal to trick her husband into removing his mask, and in the process, 
unveiling his deceitfulness. Enveloping this amusing scene are several dances. The ball begins 
 
617 La Matinée, la soirée, et la nuit des boulevards, ambigu de scènes épisodiques (1776), 66, Gallica.  
 
618 The French word “chanson” has a double meaning lost in the English translation; the word can signal both a 
“song” and a far-fetched “story.”  
 
619 La Matinée, 66. 
 
620 La Matinée, 113. 
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with a quadrille, intended as a historical exposition of fashionable dances since the reign of 
François Ier, and concludes with a contredanse générale. The contredanse is accompanied by a 
chorus describing masquerade as a “fricassée.” The singers address themselves vaguely to the 
theatrical space for the majority of the song yet turn, at the very end, “au Public” and iterate the 
final lines: “Messieurs, à notre fricassée,/ Si vous applaudissez,/ Nous sommes récompensés:/ 
Raison sévère est compassée,/ La gaité/ Vaut mieux que la gravité” (Gentlemen, for our 
fricassée,/ If you applaud,/ We will be duly thanked:/ The severity of reason is encompassed,/ 
Gaity/ Is worth more than seriousness).621 A “fricassée” in eighteenth-century France designated 
a quotational musical genre but also a social contredanse choreography.622 The singers at “Le Bal 
des boulevards” paint in eight stanzas—corresponding to the eight active figures of the dance—a 
utopian world that transcends contemporary conventions and social norms by means of gaiety, 
pleasure, and carnival. And the contredanse concluding the song in “Le Bal des boulevards” 
kinetically reiterates the chorus’s universalist ideals. “On y voit danser à la fois/ Grands 
seigneurs & simples bourgeois,/ Les états sont différens:/ Mais la gaité rassemble & confond 
tous les rangs” (We see there dancing together/ Honorable lords and simple bourgeois,/ Statuses 
are different:/ But merriment assembles and blurs all ranks), the singers cry gleefully.623 Pleasure 
is everywhere (“general”) at balls, they chorus; one does what she pleases according to the whim 
of the moment (“ce qui pique l’appétit”).624 A la Neveu, the masked characters at “Le Bal des 
 
621 La Matinée, 122. 
 
622 “Fricassée [Fr.],” in The Harvard Dictionary of Music, ed. Don Michael Randel, 4th ed. (Cambridge, Mass.: 
Harvard Univ. Press, 2003), Credo Reference. Musically, a fricassée was a quodlibet, a mélange of musical and 
poetic quotations but turned to comic effect by also including more popular and quotidian sounds; Guilcher situates 
the appearance of the social contredanse “La Fricassée” in 1772. Guilcher, La Tradition de danse en Béarn et Pays 
Basque français (Paris: Editions de la Maison des sciences de l’homme, c. 1984), 387, HathiTrust. 
 
623 La Matinée, 120.  
 
624 La Matinée, 120-121. 
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boulevards” can act and speak as it suits the occasion, according to the dictates of current and 
collective intérêt, without betraying themselves.625 
 At this fricassée of a masquerade, everyone is costumed, the chorus explains. Everyone 
has assumed a double identity, including Melpomène “en caraco” and Thalie “en noir 
domino.”626 But if Tragedy and Comedy are masked and hidden from view, what is left? A 
“genre bâtard” (an illegitimate genre), the singers respond, a mix of comedy and tragedy, black 
and white, revelation and concealment.627 The ball is not a moment of outright mockery nor of 
profound exposition but a relative instant of authenticity where what is visible is the truth. One is 
both masked and unmasked at the end of La Matinée, la soirée, et la nuit des boulevards, a state 
exemplified by the characters themselves. Monsieur Bonneau has been forced to lift his mask 
(although it was already “lifted” by the sign on his back) whereas Madame Bonneau keeps her 
mask on, and Monsieur Desbarreaux sneaks away to escape from his relationship with “cette 
vieille folle” (this old fool)!628 What, and who, is real in this final scene? Are we, the spectators, 
the royal court at Fontainebleau, to believe that this is an innocent carnival, a benign inversion of 
social hierarchy where grand lords and simple bourgeois are only momentarily allowed to dance 
together? Such a superficial, comic interpretation seems dubious given that Thalie has covered 
her face. Neither can we assume that the words and dances are entirely earnest because 
Melpomène is also masked, and yet, both Muses when acted in the classical tradition wore 
masks. The masks were a part of their identity. Louis-Michel van Loo’s painting of aristocrat 
 
625 Diderot, Le Neveu, 90-91. 
 
626 La Matinée, 122. 
 
627 La Matinée, 122.  
 
628 La Matinée, 120.  
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Françoise-Marie-Jeanne Picquefeu de Longpré as Thalie is illustrative.629 The noblewoman 
playfully (she smiles) lifts a black mask to reveal her own face but in this unmasked state, she is 
not Thalie. She is herself. Only in donning the mask does she become the muse of Comedy. 
Thalie must wear a mask to be Thalie. Unmasked, she is acting. This leads us once again to the 
tension inherent in masking. A mask may be an “authorized transgression,” and therefore 
harmless, but it is still a transgression. And in a momentarian aesthetic, this transgression is 
powerfully affective in its authenticity.  
 The duality of the contredanse “La Fricassée” as stage dance and social dance 
underscores the binary of masked intentions. The eight figures of “La Fricassée” are designed for 
four couples, arranged in a square formation. This is the customary shape that the contredanse 
française took in the latter half of the eighteenth century, resembling more nearly the cotillon 
(also popular at this time) and the nineteenth-century quadrille than its English counterpart, the 
country dance (contredanse anglaise). By 1776, the year that La Matinée, la soirée, et la nuit des 
boulevards was performed for Louis XVI and Marie-Antoinette, the contredanse had visually 
abandoned its historical and choreographic origins. One might say that it had adopted a French 
mask, confining itself to a more restrained formation and set of figures rather than expanding to 
incorporate “as many as will.”630 Interactions among couples were limited to the eight dancers 
who made up the set. During the dance, they wove in and out, changed sides of the square, and 
faced alternative directions, yet ultimately returned to their original positions.631  
 
629 Louis-Michel van Loo, Portrait de Françoise Randon de Malboissière, née Piquefeu (1746-1766) en Thalie, 
muse de la comédie, 1765, oil on canvas, 92 x 73 cm, private collection, Artnet.   
 
630 We will remember from previous chapters that “as many as will” was a commonly recurring phrase in English 
dance manuals to indicate that a country dance could accommodate any number of couples in the set. 
 
631 “La Fricassée, 1ère contredanse, Carabo, 2e contredanse” in [Contredanses ; descriptions des figures, plan des 
figures] (Paris, n.d.), images 289-292, Library of Congress.  
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 There was something, nonetheless, about the contredanse “La Fricassée” that was 
provocatively transgressive despite its decorous conventionality. The dance was renegade under 
a guise of complacency and conformity. It was also very pleasing to its audiences that way. 
Before becoming a ballroom dance and before the production of La Matinée, la soirée, et la nuit 
des boulevards, “La Fricassée” had formerly appeared on the stage at the end of a series of light-
hearted entertainments performed for Louis XV in 1772. Madame du Barry had invited comédien 
and theater director Nicolas-Médard Audinot to bring his troupe to Choisy, an act that was itself 
a bit transgressive if one is to believe Bachaumont, for this was the first instance of a fairground 
theater director being enjoined to stage performances before His Majesty.632 The sampling of 
spectacles began with a comedy by author Pierre-Jean-Baptiste Nougaret Il n’y a plus d’Enfans, 
followed by an ambigu comique La Guinguette by “M. de Pleinchesne,” and concluded with a 
ballet-pantomime the Chat botté by “Sr. Arnould.”633 The “Fricassée” that culminated the entire 
production was described as a “contredanse très poliçonne” (very bratty contredanse).634 The 
dance behaved like a child “livre à lui-même” (self-indulged), causing Madame du Barry to 
laugh outright and even forcing an occasional smile from the king.635  
 Guilcher proposes that the staged contredanse “La Fricassée” more nearly resembled a 
traditional dance from Southern France by the same name than it did its eighteenth-century 
ballroom counterpart and, therefore, could appropriately be described by spectators at Choisy as 
 
632 Bachaumont and Mairobert, Mémoires secrets, 6: 148; “Audinot, Nicolas-Médard (7 June 1732, Bourmont-en-
Bassigny, Haute-Marne, France, to 21 May 1801, Paris),” in Historical Dictionary of Music of the Classical Period, 
ed. Bertil van Boer (Lanham, UK: The Scarecrow Press, Inc., 2012), 54, ProQuest Ebook Central. 
 
633 Most likely Jean-François Arnould-Mussot, an actor and dramaturge in Audinot’s troupe. See Emile Campardon, 
“Audinot (Nicolas-Médard)” and “Arnould-Mussot (Jean-François),” in Les Spectacles de la foire […] (Paris, 
1877), 1: 30-31, 20, Gallica.  
 
634 Bachaumont and Mairobert, Mémoires secrets, 6: 149.  
 
635 “Polisson, -onne, subst. et adj.,” 1st entry, CNRTL; Bachaumont and Mairobert, Mémoires secrets, 6: 149. 
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“polissonne.” This theatrical version of the contredanse could also acceptably be part of an 
“épicé[e]” (spicy), “grivoise” (grotesque), and “orduriere” (foul-mouthed) parade performed by 
the famous ballet dancers Guimard and Dauberval a few months after its royal debut.636 There is 
nothing, however, in Bachaumont’s descriptions that would lead one to believe the staged 
contredanse performed before the king and Madame du Barry to be wholly dissimilar from the 
social version that appeared in ballroom recueils around the same time. What is more, there is no 
evidence to fix the contredanse générale in La Matinée, la soirée, et la nuit des boulevards as 
either one version or the other. Nonetheless, the perfect synchronism of the eight stanzas of the 
chorus’s song in La Matinée, la soirée, et la nuit des boulevards and the eight figures of the 
social contredanse lends itself to the assumption that “La Fricassée” at the “Bal des boulevards” 
galivanted about under a subdued social form. Furthermore, this contredanse is described in the 
libretto as “générale,” intended for a great number of dancers. It is not the exhibition-like pas de 
deux of Guimard and Dauberval. The contredanse générale at the masquerade ball in La 
Matinée, la soirée, et la nuit des boulevards embodies the transgressive inversion of the masks 
that perform it. Here, the mask—supposed liberal in its concealment—is actually discrete; it is 
what lies beneath that is so threatening. And yet it is staged. It is staged to be menacing under a 
guise of dignity and model behavior. Like a mask half lifted, or a half-mask, we cannot know the 
deepest “truth” embodied in the movements of the dancers. We must accept a relative 
authenticity, beautiful in the moment, that brings into being its own sense of verity as it enounces 
it.  
 
636 Guilcher, La Tradition, 386, 388; Bachaumont and Mairobert, Mémoires secrets, 6: 195. Is it coincidence that 
Guimard and Dauberval also danced together in La Feste de Mirsa, a ballet that was deemed too base and renegade 
to be performed at the Opéra? 
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 For Diderot, the duality of the eternal present and the sincerity of the guise is at once 
disorienting and enchanting. In Le Neveu de Rameau, despite falling prey to the pantomimed 
emotions of ‘Lui’ and conceding their pleasing affectiveness, ‘Moi’ ultimately denounces the 
entire aesthetic.637 “Vous dansez, vous avez dansé et vous continuerez de danser la vile 
pantomime” (You dance, you danced and you continue to dance this vile pantomime),  ‘Moi’ 
protests.638 “There is no morality in what you do!” The nephew’s pantomimic dance is corrupt 
and corrupting—inhumane for the actor and the spectator—it cannot possibly be sincere. And 
yet, ‘Lui’ has the final word in the conversation. “N’est-il pas vrai que je suis toujours le 
même?” (Is it not true that I am always the same?) Rameau’s nephew asks his companion. 
“Hélas, oui, malheureusement” (Alas, yes, unfortunately), ‘Moi’ responds. Rira bien qui rira le 
dernier. (He who laughs last, laughs hardest.)639 
 
Epilogue 
 Comedy does not always pretend to seriousness in its discourse, or more specifically, to 
serious intentions outreaching the confines of the stage. Eco makes a strong case that carnival is 
a type of comedy with limits.640 It may “revolutionize” the stage, but it won’t rouse the spectators 
to revolt.641 Dance, too, is often perceived as non-serious, frivolous, superficial. It is not 
recognized, even among contemporary scholars, as a legitimate discourse of the body.642 And 
 
637 Diderot, Le Neveu, 110. 
 
638 Diderot, Le Neveu, 128. 
 
639 Diderot, Le Neveu, 130. 
 
640 Eco, “The Frames,” 6-7. 
 
641 Eco, “The Frames,” 7. 
 
642 Desmond, “Embodying Difference: Issues in Dance and Cultural Studies,” in Meaning in Motion, 30.  
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yet, for those of us who frequent the theater or sit willingly through a ballet, there is something 
that compels us to watch. We experience sensations, seemingly from “nowhere,” that ultimately 
please us (even if they momentarily pain us) and that outlast the spectacle in our memories. This 
duality counters our linear logic and teleological reasoning. It is what disturbs ‘Moi’ in Le Neveu 
de Rameau. How can something “insincere,” existing only for a moment in time and a breath in 
space, be sincere? How can ephemerality be lasting? How can what is on the stage “get off?” 
These are the questions that plagued dancers, actors, dramatic theorists, and theater-goers of the 
eighteenth century and that continue to haunt us to this day. We do not want to confess that 
intérêt works, that it moves us, because we cannot see it or understand it or quantify or study it. 
We can only feel it, and feel it we must—as spectators. It is when we stop feeling that we sit in 
isolation. When we can no longer catch the “disease,” we know we are dead or immune to our 
own humanity—a sorry state that no one would wish upon anyone, not even Faulkland. “What 
can you say to this, Sir?” “Why, that I should be glad to hear my mistress had been so merry, 
Sir.” “Nay, nay, nay—I am not sorry that she has been happy—no, no, I am glad of that… yet 
surely a sympathetic heart would have shown itself even in the choice of a song.” Indeed, it did, 
Faulkland, for it was Miss Melville’s sympathetic heart that showed itself in song and in dance 
and caught the contagion of country dancing.
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DANCING IN BORDERLANDS: A CONCLUSION 
 
 
 It is nearly one o’clock in the morning. A few hours more and the sun will inaugurate a 
new, but ordinary, day. The lad will exchange his pressed trousers for another pair smudged 
with grease. He will down a cup of Earl Grey and a piece of toast before walking the mile to his 
shop where he will work tirelessly for eight hours straight on broken, worn-down, and well-used 
machines, pausing only to answer phone calls from anxious machine-owners, desperate for his 
service and skill. The lady will be occupied otherwise. Her gown from the evening before will lie 
crumpled over a chair back while another slimmer, smarter, shorter dress will ready her for her 
quotidian obligations. She’ll commute an hour, one-way, coffee in hand, and won’t break the fast 
until perhaps noon. The morning will be spent patiently explaining French grammar structures 
to a room of sleepy-eyed university students, while the afternoon will find her tucked away on the 
third floor of the library among a stack of books on eighteenth-century dance, no less. Partners 
the night before, dancing together in unimpeded harmony, the lad and his lady could not lead 
more different lives.   
 In Chapters 1 and 2, we met Charles Pauli, dancing master at Leipzig in the mid-
eighteenth century, whose Éléments de la danse provides clarification of terminology, 
explanations of steps and figures, and descriptions of performance spaces related to the dances of 
his day. Although writing to a German readership, Pauli preferred to transmit his knowledge in 
French, explaining that it was “la langue du païs de la danse” (the language  
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of the land of dance).643 Dance was an action manipulated and structured in such a way as to 
represent and express a particular human passion, Pauli explained, and it was the French to 
whom all humanity was indebted for cultivating (cultiver), polishing (polir), enriching (enrichir), 
and encoding (inventer la Chorégraphie) this art form.644 The various danced expressions had 
been consolidated in particular forms, which could be categorized as dance types: according to 
Pauli, there was the dance of the theater (haute danse), the dance of physical exercise (belle 
danse), the dance of ceremony (danse de bal), and the dance of divertissement (contredanse).645  
This last type of dance, designated “contredanse,” in fact, fulfilled all of these expressive 
purposes in eighteenth-century society. As we have seen, the contredanse appeared in official 
and unofficial theatrical spectacles and in the most frequented ballrooms and assemblies of court 
and urban society. It was commonplace in the repertoire taught by early modern French dancing 
masters and frequently included in their written instructional manuals. It amused dancers, 
spectators, and readers alike as song, choreography, parody, and fictive setting.  
 Pauli also indicates that the term “contredanse” was synonymous with that of “anglaise” 
in eighteenth-century society: either word could indicate a dance form derived from the English 
country dance and performed in an English style.646 Although the German dancing master was 
not wrong, neither was he entirely right, for the contredanse could be “anglaise,” “française,” or 
 
643 Pauli, Eléments, sig. A3v. 
 
644 Pauli, Eléments, 16, sig. A3v-A4r. “Ce sont les François qui ont moriginé [sic] la danse de notre tems, qui ont 
cultivé & poli la belle danse, qui ont inventé la Chorégraphie, & qui enfin ont enrichi l’art de danser de mots & de 
termes fort significatifs & propres aux sujets.” (It is among the French that dance as we know it today has 
originated; it is they who have cultivated and refined la belle danse, who have invented choreographic notation, & 
who have, last but not least, enriched the art of dancing with extremely meaningful words and terms, appropriate to 
the movements they describe. [Translations from the French in this conclusion are mine unless otherwise 
indicated.]) 
 
645 Pauli, Eléments, 16. 
 
646 Pauli, Eléments, 13, 67. 
 
 239 
“allemande” in the eighteenth century, each adjective implying a particular set of choreographic 
and musical nuances.647 Pauli attempts to define the contredanse by specifying its national 
identity and societal purpose: it is primarily an English dance and a dance of amusement. He 
acknowledges that the dance form had other variants (there are definitions for the contredanse 
française and the contredanse allemande in his book), but unlike the menuet which Pauli 
considered to be a “danse universelle,” the contredanse was decidedly a national dance. In 
contrast to a danse universelle, which was founded upon “des réalités,” or principles, that could 
be recognized by anyone but not necessarily executed by him, national dances incarnated 
characteristics of the society in and for which they had been formed.648 For example, Polish 
dances were decidedly serious (gravité), German dances more lighthearted (legereté), and 
English dances more fun-loving (divertissement).649  
 If national dances, as Pauli suggests, are corporeal expressions and embodied 
“transformissions” of particular societies, then the meaningfulness of the dance form, performed 
in any given time or place, is, in part, contingent on acknowledging and guarding borders of 
distinction.650 And yet, we limit the depth and veracity of our understanding of these 
communities if we see spaces of contingency only as “a dividing line between two elements, 
 
647 For an explanation of these three types of contredanse, see Chapter 1, p. 79, fn. 229. 
 
648 “[C]’est la danse universelle que toutes les nations en Europe preférent à leurs danses nationales mêmes. Et 
comme les danses de quelques nations semblent être plus faites pour la societé que le menuet…il faut que la 
prédilection du menuet se fonde sur des réalités, autant qu’une danse en est susceptible. C’est ce que nous allons 
voir…Le menuet etant la danse universelle, un chacun s’attache à cette danse & s’applique à l’apprendre; mais il n’y 
a que des personnes d’une heureuse disposition qui parviennent, & qui dansent le menuet d’un air degagé, d’un pas 
assuré & leste & d’un port noble. Le bons menuetistes ont eté rares de tout tems, & le seront toujours.” Pauli, 
Eléments, 61-63. 
 
649 Pauli, Eléments, 61. 
 
650 We encountered the idea of “transformission” in Chapter 1 (see p. 87), where translation is seen as a process of 
conveying an established text and of refashioning that text by the very act of conveyance. See Coldiron, 
“Translation,” 205-16.  
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which are well defined, distinct and separate.”651 Borders equally mark spaces of “commonality,” 
historian Renaud Morieux argues.652 Lines of dichotomization are “a zone of contact” between 
different countries but also of “negotiation” and interconnectivity between their citizens.653 In 
other words, societal borders are fundamentally spaces of sociability. They are places where 
networks of exchange and interchange between individuals exist, building communities 
distinguished by their hybridization of ideals, practices, and material objects. 
 As we have observed, the historical record points to an English country dance and a 
French contredanse—choreographically and socio-culturally distinct danced expressions—but 
also to a transnational, transcultural, and liminal dance form such that certain eighteenth-century 
observers, including Mr. Paul Gemsage (the confused cleric from Chapter 1) knew not whether 
the dance was more English or French, more aligned with la belle danse or the dance of country 
rustics.654 The contredanse was itself a border-space where distinct, embodied modes of 
interaction and performance comingled and influenced one another. Through the physicality and 
presence of the dancing body, the dance form conjoined socio-political binaries of English and 
French, collective and hierarchical, commonplace and elite, but also those more personal: 
gentleman and lady, first couple and second couple, dancer and spectator. The interchanges of 
national and societal scale were localized and individualized by and through the bodies of the 
dancers. Every dancer is the author of an “embodied way of being-in-the-world,” movement 
scholars and practitioners Betty Block and Judith Lee Kissell have written, and is the agent of 
 
651 Morieux, introduction to The Channel, 20. 
 
652 Morieux, The Channel, 20. 
 
653 Morieux, The Channel, 21-23.  
 
654 Gemsage, letter to the editor. 
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that embodiment.655 Through the act of dancing, humans become more than “body knowers” or 
“body expressers;” they become “body-subjects,” such that the corporal self and its physical 
expressions are as much a part of the world and of the fashioning of that world as the intellectual 
self and the cognitive conception of individual and collective identities.656 The dancer has as 
much to say as the scholar.  
 Placed across from one another, the lad and his lady occupy spaces of difference: male 
and female, first couple opposed to second couple, head of the dancing space in contrast to the 
bottom of the set. While dancing, they do not leave their other identities behind them; rather they 
bring them into the dance. He is still the midtown mechanic, she the suburban scholar. And while 
dancing, they also juxtapose national identities—that of the dancers and that of the dance—and 
historical-temporal ones—the twenty-first century meets the age of Enlightenment in one fluid 
motion. Nonetheless, their dance is also a moment of sameness. When two dancers join hands, 
they are authentically one. In the time-space of dancing, the young man and his partner are 
united, their bodies—and their embodied differences—harmonized by the choreography and the 
rhythms of the music.  
 Yet, is there any contiguity or continuation beyond the time-space of the dance? Does the 
partnership of the lad and his lady linger after the final notes of the fiddle? The choreography 
concluded, he guides her back to where he found her. She smiles graciously and makes a 
respectful curtsy. He responds with a polite nod of the head, thanks her for participating in the 
recreation of “Mr. Beveridge’s Maggot,” then saunters off for refreshment and male company. 
She turns her attention to the next awaiting partner. The space of sharing—of movement and 
 
655 Betty Block and Judith Lee Kissell, “The Dance: Essence of Embodiment,” Theoretical Medicine 22 (2001): 5. 
 
656 Block and Kissell, “The Dance,” 5-6.  
 
 242 
purpose—previously inhabited by the couple is ruptured. No physical trace, no enduring 
permanence, testifies to the oneness that their bodies enacted and to the harmonious being-in-
the-world that their dance together represented. Any ties to one another, to the collectivity of the 
dance set, even to the historicity and culture of the dance form itself, are undone. The border 
disappears and whatever thoughts and movements had motivated the lad and his lady dissipate 
into memory. 
 A blue bubble appears on the girl’s laptop. It is a message from a friend, who had 
snapped a photo of “Mr. Beveridge’s Maggot” the night before. A smile flickers across her face. 
There she is with him by her side, stepping forward into a line with the other couple of their 
duple minor. The next movement would be to cross over, leading up, then cast off to move down 
the longways set. That is, it would be the next movement if they were dancing, but this is a still 
image of the dance—not dance at all.  
 The girl minimizes the photo and the digitized dance manual, which she had been 
perusing, resurfaces on her screen. “… ce qui n’est pas de même de plusieurs contre-danses que 
l’on a introduit en France depuis quelque temps, & qui ne sont pas du goût de tous ceux qui 
aiment la belle danse.”657 The “contre-danse”? What is a contredanse? She hastily searches a 
few key terms to discover that the “contredanse” is the country dance. The girl leans back in her 
chair. And what is the English country dance doing in eighteenth-century France? 
 I first became interested in the contredanse as a dancer. I experienced the collective 
pleasure and personal diversion that the practice and performance of its English country dance 
counterpart could offer, but it is the trace of the contredanse which has preoccupied me for the 
past six years. In fact, in pursuing the historical traces of the dance form—its choreographic 
 
657 Rameau, Le Maître, 107.  
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descriptions, musical remnants, and dancer anecdotes—I began to forgo its performance. The 
responsibilities of scholar, the sacrifices of time and of geographic space (I moved away from the 
community of English country dancers to continue my research on the contredanse), suspended 
embodied knowledge of the dance form. 
  Dance as trace (whether as notation or music of an eighteenth-century contredanse or as 
film or photograph of a more contemporary performance) would seem an imperfect mediation. In 
the case of dance and photography, for example, François Laruelle posits the two artistic media 
as continuums of a spectrum of movement: dancing as the excess of movement and photography 
as its arrestment.658 Yet, Laruelle urges his readers to reconceive the relationship between dance 
and its transmission, between dance and the other art and material forms which may image it. 
What is fundamental to both dance and a photograph of dance is an equal and synonymous 
affective capacity.659 They are not identical as artistic mode of expression, but there is a 
synonymity of expressive possibility and of transmission of a danced emotion, which not only 
unites dance with the aesthetic “Un inaliénable” of art but also of dance with itself and all its 
derivative and transmitting forms.660  
 Like photography, writing, too, arrests movement.661 It quantifies and reduces dance to a 
series of graphically-contained phrases, yet also like photography, writing should not be 
perceived as an inhibition to or misrepresentation of dancing and the emotions, sensations, and 
 
658 François Laruelle in Danse et pensée: une autre scene pour la danse, ed. Ciro Bruni (Sammeron: GERMS, 1993), 
393. 
 
659 Laruelle, 394. 
 
660 Laruelle, 394.  
 
661 On the tensive relationship between dance and writing, see André Lepecki, “Inscribing Dance,” in Of the 
Presence of the Body, 124-39. 
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ideals that it embodies. In the case of historical dance forms, we might consider the traces to be 
another mode of performance, for some degree of repetition and re-creation is necessary in order 
for the dance form to exist. And yet repetition, as Philip Auslander has noted, is “inevitably a 
new iteration of the existing thing.”662 Choreography is always re-choreography; to study 
historical dance is to repeat and, through repeating, to re-choreograph.663 It is here in this liminal 
space—this borderland between what was and what will be—that it is possible to articulate 
“innovation or critique.”664 “Dancing moves,” choreographer and dancer Ananya Chatterjea 
insists, “dancing bodies shift energy.”665 So too do bodies writing about dance, photographing 
dance, capturing dance in any way possible. 
 When I dance and allow my body to enact the movements, structures, and rhythms of a 
country dance or contredanse, I am not performing a genuinely historical dance but a re-
choreography and re-iteration that is similar but different. I perform a borderland of culture and 
chronology. My dissertation, likewise, performs a borderland of culture and chronology and of 
medium and meaning. To write about the contredanse of eighteenth-century France is not and 
cannot be to dance this contredanse, yet that does not mean that we should not write or document 
or trace this historical dance form. In fact, in the absence of performance, writing about is the 
only way to understand and encounter the meaningful identities that the contredanse has 
historically embodied.  
 
662 Auslander, “The Performativity,” 88. 
 
663 On the notion of re-choreography, see Chatterjea, “Of Corporal,” 283, 288. Cf. Chapter 1, p. 43, fn. 117; Mark 
Franko also discusses the impossibility of reproducing dance. Franko, Dance, 12. 
 
664 Auslander, “The Performativity,” 88.  
 
665 Chatterjea, “Of Corporal,” 283. 
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  It is my hope that writing about the contredanse will lead to dancing it—a step towards 
the dance form in Enlightenment-era France—and that dancing will result in re-choreography so 
that the historically-specific significance of the contredanse will be appropriated and translated 
into an expressive and meaningful embodiment of being-in-the-world today. To dance is to draw 
borders, to deny them, to cross them, and, ultimately, to transcend them. This dissertation 


























666 This appendix is compiled from source material consulted at the Bibliothèque nationale de France in summer 
2017 thanks to generous fellowship support from the Department of Romance Studies and the Graduate School at 
the University of North Carolina-Chapel Hill. In no ways does it represent an exhaustive list of individual 
contredanse titles, but it does give an idea of the variety of names encountered during the period. The majority of 
choreographies consulted were undated, but it is reasonable to assume that all were printed between 1700 and 1800. 
Collection titles are listed in Appendix 2.  
   
667 Orthographic variations are given in brackets. Original spelling, punctuation, and capitalization have been 
retained. 
 
668 Contredanses could be identified as “anglaise,” “française” or “allemande” (see Chapter 1, p. 63, fn. 200). 
Additionally, during the second half of the eighteenth century and during the nineteenth century, contredanses were 
assigned to specific “tours” or “reprises” (see Chapter 1, p. 79-80 and p. 93-94, fn. 254). 
 
669 This would be the geometric configuration of the dancers. Three forms were possible, all inherited from the 
English country dance: in a round, in a square, or in a column (longways set).  
 
670 As discussed in Chapter 2, contredanses were sold as individual feuilles or in collected recueils (p. 153-55). 
When a contredanse has been located as a single leaflet of choreography (and not only gathered into a collection), 
the number has been asterisked.  
 
671 It should not be assumed that the appearance of the same dance name in an English manual indicates an identical 
choreographic reproduction, but I have only noted those English nomenclatural equivalents where the accompanying 
choreography is a reasonable replication or variation of the French. 









1.  Unnamed   8 en carré n.a. 1 
2.  Les 4 cœurs   n.a. n.a. 2/4 2 
3.  Les 4 Doubles Alemandes  8 en carré 2/4 1 
4.  Les 4 [Quatre] Sœurs française/allemande 8 en carré 
(allemande) 
6/8 3 
5.  Les 13 [Treize] C[c]anton[t] française/allemande 8 en carré 2/4 3 
6. Les Absences  8  en carré 2/4 1 
7.  Les Ages française/allemande 8 en ronde 2/4 2 
8.  L’aimable française 8 en ronde 2/4 1 
9. L’aimable Nannette  8  en carré 6/8 1 
10.  L’Alceste  8 en carré 2/4 1* 
11.  L’A[a]lcimadure  8 en carré 6/8 3 (+1 
English)671 
12.  L[l]’Allemande du Cadrille allemande 8 en colonne 2/4 1* 
13. L’allemande suise française (deux 
mains) 
8 en carré 2/4 3 (+1 
English) 
14. L’Alliance  8 en colonne 2/4 1 
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15. L’Alsacienne  8 en carré 2/4 2 
16. L’Alsacien allemande 8 en carré 2/4 1* 
17.  L’Amant trahi  8 en carré 2/4 1* 
18.  L’Amazone  8 en carré 2/4 1* 
19.  L’Américaine  8 en carré 2/4 1 
20.  L’Ameriquaine (Pantalon) 8 en carré 2/4 1 
21.  L’Ami de la Maison française 8 en carré 2/4 1* 
22.  La Amine  8 en carré 2/4 1 
23. Les amis  8 en carré 2/4 3 
24.  L’Amitié  8 en carré 6/8 3 
25.  l’Amoureuse  8 or more en colonne 2/4 1 
26.  L’amour frivole  8 en carré 2/4 1 
27.  L’A[a]mour Q[q]uêteur  8  en carré 6/8 3* 
28.  Les Amours de l’H[h]imêne française 8 en carré 2/4 1* 
29.  Les Amusemens de Clichy  8 en carré 2/4 1 
30.  Les Amusemens de la Loire  8 en carré 2/4 1 
31.  Les Amusemens de 
[M.]ê[ai]ndouze 
allemande 8 en carré 2/4 2* 
32.  Les Amusement de Meudon allemande 8 en carré 2/4 1* 
33.  Les Amusements Dauphin allemande 8 en carré 2/4 1* 
34.  Les Amusements des Près française 8 en carré 2/4 1* 
35.  Les Amusements du Musée  8 en carrée 2/4 1* 
36.  Les Amusements du 
Wauxhall 
allemande 8 en carré 2/4 1* 
37.  Les Amusements imprevus française 8 en carré 2/4 1* 
38.  L’Ancien Corde chasse [Cor 
de che] 
française/allemande 8 en carré 
(allemande) 
6/8 3 
39. L’Angélique française 8 en carré 6/8 1* 
40. L’anglaise a la Reine  8 en carré 6/8 1 
41. L’anglaise américaine  8 en colonne 6/8 2 
42. La Aoust  8 en carré 2/4 1 
43. L’Appel  8 en carré 2/4 1* 
44. L’Argentine menuet 8 en colonne 6/4 1 
45. L’Arthémise  8 en carré 6/8 1* 
46. L’automne  8 en carré 6/8 2* 
47. La Avril  8 en carré 2/4 1 
48. La Babet  8 en carré 2/4 1 
49. la babillarde[s] ou la 
F[f]anchon 
 8 en carré 2/4 1 
50. La Babiol[l]e  8 en carré 2/4 2* 
51. la Bacante  8 or more en colonne 2/4 1 
52. la Bacha  8 en carré 2/4 1 
53. La Badine  6 en colonne 6/4 2 
54. Le Ballet allemand  8 en colonne 2/4 1* 
55. le ballet de Cerceaux  8 en carré 2/4 1 (+1 
English) 
56. Le Ballet Hollandois française 8 en carré 
(allemande) 
6/8 3 (+1 
English) 
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57. La Bagat[t]elle  8 en carré 2/4 3* (+2 
English) 
58. La Bague Chinoise française (La 
Redoute) 
8 en carré 6/8 1* 
59. la Baptistine  8 (10?) en colonne 2/4 1 
60. La Barbella allemande 8 en carré 2/4 1* 
61. Barcelonette, oû L’Ours  8 en carré 6/8 1 
62. La Baronne  8 en carré 6/8 1 
63. La Bastienne et Bastien 
[Bastien Bastienne] 
cotillon 8 en carré 6/8  1 (+1 
English) 
64. Le Bataillon carré 3e contredanse du 
Cadrille 
8 en carré 2/4 1* 




8 en carré 2/4 2 
66. Les Batteurs en Grange  8 en carré 6/8 2* 
67. La Bavaroiz[s]e française/allemande 
(hommes en ronde) 
8 en carré 2/4 2 
68. Le Beau Temps  8 en carré 6/8 1* 
69. La Bearnaise française 8 en carré 2/4 1* 
70. La Belle Amaranthe  8 en carré 2/4 2* 
71. La Belle Aminthe  8 en carré 2/4 1 
72. La Belle Cécille française 8 en carré 2/4 1* 
73. La Belle d’Amour  8 en carré 6/8 1 
74. La Belle danseuse  8 en carré 2/4 1* 
75. La Belle de jour  8 en carré 6/8 1 
76. La Belle Devreux française 8 en carré 2/4 1* 
77. La Belle Dorine française 8 en carré 2/4 1* 
78. La Belle Etoile  8 en carré (?) 2/4 1 
79. La Belle Flamande française 8 en carré 2/4 1* 
80. La Belle Géorgette  8 en carré 2/4 1* 
81. L[l]a Belle Honorine française 8 en carré 6/8 1* 
82. La Belle Hortance  8 en carré 2/4 1 
83. La Belle Manette, ou La 
Noce de Montargis 
française 8 en carré 2/4 3* 
84. La Belle Poul[l]e  8 en carré 2/4 1 (+1 
English) 
85. La Belle Princesse  8 en carré 2/4 1 
86. La Belle Rémonde française 8 en carré 6/8 1* 
87. La Belle Rencontre française 8 en carré 2/4 1* 
88. La Belle Rose française (Poule) 8 en carré 6/8 2* 
89. La Belle St george  8 en ronde 2/4 1 
90. La Belle Saisons  8 en carré 2/4 1 
91. La Belle Sophie  8 en carré 2/4 1 
92. La Belle Union  8 en carré 2/4 2* 
93. Les Belles Voisines française 8 en carré 6/8 1* 
94. La Belonne  8 en carré 6/8 1 
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672 Certain dances included in this appendix might reasonably be considered contredanses although they are not 
explicitly labelled as such in the general ballroom or musical collections in which they appear. They have been 
marked with the symbol †.  
95. La Berclaure†672  n.a. n.a. 2/4 1 
96. La Bergere  8 or more en colonne 6/4 1 
97. Les Bergérs [Bergers] française/allemande 
(deux mains) 
8 en carré 2/4 2 
98. La Bernoise valsée  8 en carré 2/4 1 
99. La Bien Facile française 8 en carré 2/4 1* 
100. La Bienfaisante française 8 en carré 2/4 1* 
101. La Bienfaite allemande 8 en colonne 2/4 1* 
102. La Bien[ ]tot faite française/allemande 
(dames en ronde) 
8 en carré 2/4 2 (+1 
English) 
103. La Biony [Bionni]  8 en carré 2/4 2 
104. Les Biscuits française 8 en ronde 2/4 3 
105. La Bitry  8 en carré 6/8 1 
106. La Blonde  8  en carré 6/8 1 
107. Les Bois française 8 en carré 6/8 3 
108. La Bonne Amie française 8 en carré 6/8 1* 
109. La B[b]onne Amitié  8  en carré 2/4 4* 
110. la B[b]onne A[a]venture  8 en carré 2/4 1 
111. La Bonne Foy  8 en carré 2/4 1 
112. La Bonne Nouvelle  8 en carré 2/4 1 
113. Les Bonnes Amis  8 en carré 6/8 1 
114. Les Bonnes Gens française 8 en carré 6/8 1 
115. La Borghes  8 en carré 2/4 1 
116. La Bouffante française 8 en carré 2/4 1* 
117. La Bougainville  8 en carré 2/4 1 
118. La Boul[l]anger[r]e française (moulinet 
des dames) 
8 en carré 6/8 2 (+1 
English) 
119. Les Boul[l]evard[s] française/allemande 8 en ronde 2/4 2 
120. la Bourbon  8 en carré 2/4 1 
121. La Bourbon Le Blanc  8 en carré 2/4 1 
122. la Bourrée de basque  6 or more en colonne 2/4 1 
123. La Bourlon française/allemande 
(deux mains) 
8 en carré 2/4 2 
124. La Brancas française/allemande 
(moulinet des dames) 
8 en carré 2/4 2 
125. Les Brasseurs française/allemande 
(moulinet des 
hommes) 
8 en carré 6/8 2 
126. La Bretonne française (deux 
mains) 
8 en carré 6/8 3 
127. La Brevanne  8 en carré 6/8 1 
128. La Brillante  8 en carré 2/4 1 
129. La Brune  8 en carré 6/8 1 
130. la Buffecotte  8 or more en colonne 2/4 1 
131. La Cadedis  8 en carré 6/8 1 
132. La Cadette  8 en carré 6/8 1 
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133. Le Cadrille française 8 en ronde (?) 2/4 3 
134. La Calipe  8 en carré 6/8 1 
135. La Camargo[s] française 8 en carré 6/8 3 
136. La Camille  8 en carré 6/8 2* 
137. Les Canons, ou L’Annonce 
de la Paix 
 8 en carré 6/8 1* 
138. L[l]a Capricieuse française (la main) 8 en carré 2/4 2 
139. L[l]es Capucins de 
Meudon[s]/Le Capuchine de 
Maidon 
 8 en carré 2/4 3 (+1 
English) 
140. La Capussine  8 en carré 2/4 1 
141. les caquets  8 en carré 2/4 3 
142. la Carabo  8 en carré 2/4 2* 
143. La Caraman française 8 en carré 6/8 1* 
144. Les Cargot française/allemande 
(hommes en ronde) 
8 en carré 2/4 1 
145. La Carignan[t] française/allemande 
(moulinet des dames) 
8 en carré 2/4 3 
146. le Carillon d’Oxfort  8 or more en colonne 2/4 2 




8 en carré 2/4 3 
148. La Caroline Henriette  8 en carré 2/4 1 
149. la Caro[i]llonneuse  8 en carré 2/4 1 
150. Les Carmes française (moulinet) 8 en carré 2/4 3 
151. La Caronette française 8 en carré 2/4 1* 
152. La Ca[r]vagnol[l]e française (deux 
mains) 
8 en carré 6/8 2 
153. La Cas[s]erole  8 en carré 2/4 1 
154. La Cas[s]andre française (hommes en 
rond) 
8 en carré 2/4 3 
155. La Casino  8 en carré 2/4 1 
156. Le Cavalier [La cavalière] française (dames en 
ronde) 
8 en carré 2/4 2 
157. La Cayret  8 en carré 2/4 1 
158. la Cecile  8 en carré 6/8 3 
159. La Celestine française/allemande 
(moulinet des dames) 
8 en carré 2/4 2 
160. La Celicour  8 en carré 2/4 1 
161. La Cé[e]line française  8 en carré 6/8 2* 
162. Les Cerç[c]eaux française/allemande  8 en ronde 2/4 2 
163. Les Cerceaux, ou Les Plaisirs 
d’Ecully 
 8 en colonne 2/4 1 
164. La Challe  8 en carré 6/8 1 
165. la C[c]haine  8  en carré 2/4 2 (+1 
English) 
166. La C[c]hambor française/allemande 
(deux mains) 
8 en carré 6/8 3 
167. La Chamboran[d] française  8 en colonne 2/4 2* 
168. les C[c]hamps élisée[s]  8 en carré 6/8 2 
169. La Chantilly allemande 8 en carré 2/4 1* 
170. La Charlotte  8 en carré n.a. 1 
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171. La Charmante française/allemande 
(moulinet des 
hommes) 
8 en carré 2/4 2 (+1 
English) 
172. La C[c]harmante Bellingand  8 en carré 2/4 1* 
173. La Charmante Polonaise  8 en ronde 2/4 1 
174. Les Charmes de l’Amour  8 en carré 6/8 1 
175. la Charpentier  8 en colonne 4/4 1 
176. la Chartres  8 en carré 2/4 1 
177. la Chasse  8 en colonne 2/4 [4/4] 3 (+1 
English) 
178. La Chasse au Loup  8 en carré 6/8 1 
179. La Chasse Damour  8 en carré 6/8 1 
180. La Chasse de Desnoyer française 8 en carré 6/8 1* 
181. La [c]hasse de St. Hubert française 8 en carré 6/8 1* 
182. La Chasse de Sylvie  8 en carré 6/8 3 
183. Les Chasseur française 8 en carré 6/8 1* 
184. La Chercheuse d’esprit  8 en carré 6/8 1 
185. La Chevalerie  8 en carré 2/4 1 
186. La Chevalier française 10 en colonne 
(improper) 
6/8 1* 
187. La Chevalier Oblique allemande 8 en carré 2/4 1* 
188. La Chinoise  française (La 
Redoute) 
8 en carré 6/8 1* 
189. La Christian  8 en carré 2/4 1 
190. La Cidalise française 8 en carré 6/8 1 
191. La Circé  8 en carré 2/4 1* 
192. La Clairçi française 8 en carré 2/4 1* 
193. La Clarice[i]  8 en carré 2/4 1 
194. La Cle[é]mentine  8  en ronde 2/4 2 
195. La Cleophille  8 en carré 6/8 1 
196. la Clery  8 en carré 2/4 1 
197. la Coaslin  8 en carré 2/4 2* 
198. Le Coin du feu  8 en carré 2/4 2 
199. la Colette  8 en carré 6/8 1 
200. La Colinette  8 en carré 2/4 1 (+1 
English) 
201. la Colisée allemande 8 en carré 6/8 3* 
202. La Colombe française 8 en carré 
(allemande) 
6/8 3 
203. Les Comeres [Commeres] française/allemande 
(dames en ronde) 
8 en carré 2/4 3 
204. La Comme il vous plaira française/allemande 
(deux mains) 
8 en carré 6/8 2 
205. La Comtoise  8 en carré 6/8 1 
206. La Condé française/allemande 
(moulinet des dames) 
8  en carré 6/8 2 
207. La Constance  8 en carré 2/4 1 
208. la Conti  12 (8?) en colonne 2/4 1 
209. les contretems†  n.a. n.a. 6/8 1 
210. La Convention  8 en carré 2/4 1 
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211. La Coquette française (moulinet 
des hommes) 
8 en carré 6/8 [4/4] 5 (+1 
English) 
212. La Cordeliere  8 en carré 6/8 1 
213. Le[s] Cordon Bleu française/allemande 8 en ronde 2/4 2 
214. La Coribante  8 en carré 2/4 1* 
215. La Corisandre  8 en carré 2/4 1 
216. L[l]es Cornes française/allemande 
(dames en ronde) 
8 en carré 2/4 2 
217. Le Cotillon française (la main) 8 en carré 6/8 3 
218. Cotillon hongrois†  n.a. n.a. 2/4 1 
219. Les Courbes française/allemande 
(la main) 
8 en carré 6/8 2 
220. La Couronne française 8 en carré 2/4 1* 
221. La course agréable (dames en ronde) 8 en carré 6/8 1 
222. La Course Italienne française (moulinet 
des dames) 
8 en carré 2/4 2 (+1 
English) 
223. La Creon  8 en carré 2/4 1 
224. la Crepi  4 en carré 2/4 2 
225. la Cribelée  8 (10?) en colonne 4/4 1 
226. La Cronne française 8 en carré 6/8 1* 
227. La Cruelle  8 en carré 2/4 1 
228. La Dalembert  8 en carré 6/8 1 
229. Dame françoise française 8 en ronde 6/8 4 
230. Dame G[g]igon[n]e  8 en carré 2/4 1 
231. La Dandilly française 8 en carré 6/8 1* 
232. La D[‘]artois  8 en carré 6/8 2 
233. La Dauphine de Puc[ss]e française/allemande 
(hommes en ronde) 
8 en carré 2/4 2 
234. La Decembere  8 en carré 2/4 1 
235. Les Delices Bourgeois française 8 en carré 6/8 1* 
236. Les Délices du Wauxhall allemande 8 en carré 2/4 1* 
237. La D’Enghien française 8 en carré 
(allemande) 
6/8 1 
238. Le Déserteur  8 en carré 6/8 1* 
239. La Desirée française 8 en carré 2/4 1* 
240. Les Désirs des Dames française 8 en carré 6/8 1* 
241. La Destaing  8 en carré (?) 6/8 2 
242. La Destrées française 8 en ronde 2/4 3 
243. Les deux Amis  8 en carré 6/8 2* 
244. Les Deux [2] Associées  française et boiteuse 8 en carré 6/8 1* 
245. Les Deux cocqs  8 en carré 6/8 2 
246. les deux comperes  8 en carré 2/4 2 
247. les D[d]eux J[j]aloux  8 en carré 2/4 3* 
248. Les Deux Sœurs  8 en carré 2/4 1 
249. Le Diable en lair française/allemande 
(deux mains) 
8 en carré 6/8 3 
250. La Dioré  8 en ronde 2/4 1 
251. La Divertissante  8 en carré 2/4 1* 
252. La Dominique française 8 en carré 2/4 1* 
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253. La Dorval  8 en carré 2/4 1 
254. La Dorvillier  8 (?) en carré 2/4 2 
255. La double inconstance française 8 en carré 
(allemande) 
6/8 4 
256. La Dragonne française (hommes en 
ronde) 
8 en carré 2/4 3 
257. Les Drapeaux française 8 en ronde 2/4 4 
258. La Drolette  8 en carré 2/4 1 
259. L[l]a Dubois  8 en carré 2/4 5 (+1 
English) 
260. La Dubreuil  8 en carré 6/8 2* 
261. La Duchaffault  8 en carré 2/4 1 
262. La Du Four  8 en carré 6/8 1 
263. la Eglé[e]  8 en carré 2/4 1 
264. L’Elégante  (Pantalon) 8 en carré 2/4 1 
265. Les Elément française/allemande 
(moulinet des 
hommes) 
8 en carré 6/8 2 
266. L’Eléonor  8 en carré 2/4 1 
267. L’Elizabeth française 8 en carré 6/8 1* 
268. L[‘]Eloïse  8 en carré 6/8 1 
269. L[‘]émilie (moulinet des dames) 8 en carré 2/4 2 
270. La Emma  8 en carré 2/4 1 
271. l’Empereur dans la lune  10 en colonne 4/4 1 
272. L[‘]enciene Silvie française/allemande 
(deux mains) 
8 en carré 2/4 1 
273. L[‘]encienne [ancienne] 
D[d]auphine 
française/allemande 
(moulinet des dames) 
8 en carré 2/4 2 
274. Les Enfans de Paris française 8 en carré 6/8 1* 
275. L’Enfant Trompeur  8 (?) en carré (?) 2/4 1 
276. Les Enfants du Soleil  8 en carré 2/4 1 




8 en carré 2/4 5 
278. L[‘]ensiene Venitiene française/allemande 8 en carré 
(allemande) 
2/4 1 
279. l’Epiphanie  8 or more en colonne 2/4 1 
280. L’Escalade  8 en carré 2/4 1* 
281. l’escargot  8 en carré 2/4 1 
282. L[‘]E[e]x[s]p[P]ag[G]nolle[ê
]tte 
française/allemande 8 en ronde 6/8 3* 
283. La Esther  8 en carré 2/4 2 
284. Les Etats Generaux  8 en carré 6/8 1 
285. l[‘]Eté  8 en carré 2/4 2* (+1 
English) 
286. L’Etoile allemande 10 en pentagone 2/4 1* 
287. Les Estreines de l’A[a]mitié française 8 en carré 2/4 1* 
288. Les Etrennes de la liberte  n.a. n.a. 6/8 (?) 1 
289. Excuses my  8 or more en colonne 6/4 2 
290. La Falkensthein  8 en carré 6/8 1 
291. la Fanatique  8 or more en colonne 2/4 1 
292. La Fanchette  8 en carré 2/4 1 
 254 




8 en carré 2/4 2 
294. La Fanfinette  8 en carré 6/8 1 
295. La Fantaisie française/allemande 
(hommes en ronde) 
8 en carré 2/4 3 
296. La Fauvette  8 en carré 2/4 1 
297. La Federation  8 en carré 2/4 1 
298. la Fée  8 or more en colonne 6/4 1 
299. la Fée Urgelle  8 en carré 6/8 1 
300. La Félicie  8 en carré 2/4 1 
301. La Felicité  8 en carré 2/4 3 
302. La Felix  8 en carré 2/4 2 
303. La Fête animée française 8 en carré 2/4 1* 
304. Les Fêtes d’Orleans  8 en carré 2/4 1 
305. les F[f]e[ê]tes de St. Cloud  8 en carré 6/8 1 
306. Les Fêtes de Tempé allemande 8 en carré 2/4 1* 
307. Les Fêtes de Toulouse allemande 8 en carré 2/4 1* 
308. La Fête du château allemande  8 en carré 2/4 1* (+1 
English) 
309. Les Fêtes foraines de la foire allemande 8 en carré 2/4 1* 
310. Les Fêtes royalles allemande 8 en carré 2/4 1 
311. La Fevrier  8 en carré 2/4 1 
312. Les Fiffe [Fifres] française/allemande 
(la main) 
8 en carré 6/8 2 
313. La F[f]inanciere française/allemande 
(deux mains) 
8 en carré 2/4 2 
314. La Fi[u]stemberg[ue] française/allemande 
(la main) 
8 en carré 2/4 3 
315. La Fitz[s]-James  8 en carré (?) 
(allemande) 
6/8 6* 
316. La Fleury, ou Amusemens de 
Nancy 
 8 en carré 2/4 1 
317. La F[f]lore  8 en carré 2/4 2* 
318. La foire de bri[e][s] française (la main) 8 en carré 2/4 2 (+1 
English) 
319. la Folette  8 en colonne 6/4 2 
320. la Folichon  8 or more en colonne 6/8 1 
321. La Folie  8 en carré 2/4 2 
322. La Folie, ou le Goût du Siècle allemande 8 en carré 2/4 1* 
323. les Folies d’Isac  8 (10?) en colonne 6/4 1 
324. La Foliot  8 en carré 6/8 1 
325. La Follie  (Été) 8 en carré 2/4 1 
326. la Fontaine  8 en colonne 2/4 1 
327. la Fontaine de Jouvence  8 en carré 2/4 1 
328. Les Fontaines du Loiret  8 en carré 6/8 1 
329. Les Fragments  8 en carré 6/8 2* 
330. les F[f]rancs Bourgeois  8 en carré 2/4 1 
331. La Franklein  8 en carré 2/4 2* 
332. La Fraternité  8 en carré 6/8 1 
333. La Frédérika  8 en carré 2/4 1 
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334. La Fricassé[e]  8 en carré 2/4 1* 
335. La Frivolité  8 en carré 2/4 1 
336. La Fronsac  8 en carré 6/8 1 
337. La Fu[r]stemberg française 8 en carré 2/4 [4/4] 2 
338. la G[g]abrielle de V[v]ergy  8 en carré 6/8 3* 
339. La Gaîté allemande 8 en carré 2/4 1* 
340. les Galeries d’Amour  8 or more en colonne 2/4 1* 
341. La Gara  8 en carré 6/8 1 
342. la Gasconne  8 or more en colonne 2/4 1 
343. La Gavotte de Vincent française 8 en carré 2/4 1* 
344. les Gendarmes  8  en carré 2/4 1 
345. La Genlis française 8 en carré 2/4 1* 
346. la Gentilly  8 (10?) en colonne 2/4 1 
347. la Georgette  8 en carré 2/4 2 (+2 
English) 
348. La G[g]igue [Anglaise] française/allemande 
(moulinet des dames) 
8 en carré 2/4 4* 
349. la Gigue Espagnol  8 (10?) en colonne 6/4 1 
350. Le Goût du Jour française 8 en carré 6/8 2* 
351. Les Graces allemande n.a. n.a. 2/4 1 
352. Les Graces allemandes  8 en colonne 2/4 1* 
353. Les Graces de l’Amour française 8 en carré 2/4 1* 
354. La Gracieuse  8  en carré 6/8 1 
355. La Grande Monaco  8 en carré 2/4 1 
356. La Gratieuse allemande 8 en carré 2/4 1* 
357. La Grenade  8 en carré 2/4 4* 
358. La Griel[le]  8 en carré 2/4 4 
359. Les Grivoix  8 en carré 6/8 1 
360. les Guerit[t]es  8 en carré 6/8 1 
361. La Guichen française 8 en carré 2/4 1* 
362. La Guillaume  8 en carré 2/4 1 
363. Les Guirlandes française 8 en deux lignes 
horizontales 
2/4 1* 
364. ha-Voyé[e]s donc  8 en colonne 2/4 1 
365. L’Héloïse  8 en carré 6/8 1 
366. La Henry Quatre  8 en carré 6/8 1 
367. le H[h]erisson  8  en carré 2/4 3* 
368. L’Heurseuse Décade  8 en carré 6/8 1 
369. L’Hiver  4 (?) en colonne 6/8 1 
370. La Hongroise allemande 8 en carré 2/4 1* 
371. La Hortense  8 en carré 2/4 1 
372. Les iffe [Ifs] française/allemande 
(dames en ronde) 
8 en carré 6/8 2 
373. L’Impressario  8 en carré 6/8  
375. L’imprevue  8 en carré 2/4 1* 
376. l’Im[n]promptu  8 en carré 2/4 4 (+1 
English) 
377. L’Indienne  8 en carré 2/4 1 
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378. L[’]indulgence française/allemande 8 en carré 
(allemande) 
6/8 1 
379. l’Indulgente  8 en carré 6/8 1 
380. L’Inge[é]nue (Été) 8 en carré 2/4 2 
381. L[‘]I[i]nsulaire française (la main) 8 en carré 6/8 3 
382. l’insurgente  8 en carré 6/8 2 
383. L’Interrompue  8 en carré 2/4 1 
384. L’Intime  8 en carré 6/8 1 
385. L[‘][H]irondelle française 8 en carré 
(allemande) 
2/4 3 
386. La Jalousie française/allemande 8 en carré 
(allemande) 
2/4 5 
387. La Jamaique française 8 en carré 6/8 [4/4] 2* 
388. La Janny  8 en carré 6/8 1 
389. La Janvier  8  en carré 2/4 1 
390. La Japonoise française (La 
Redoute) 
8 en carré 2/4 1* 
391. La Jardiniere  8 en carré 2/4 1 
392. Jeanne qui saute  8 or more en carré/en 
colonne 
6/8 [6/4] 3 
393. La Jéna (Poule) 8 en carré 6/8 1 
394. le Jeu d’amour  8 en carré 2/4 4* 
395. Le Jeudy  8 en carré 2/4 1 
396. la Ieunesse  8 en colonne 6/4 (?) 1 
397. La jolie Cabaret[t]iere  8 (?) en carré 2/4 1 
398. La Jolie d’Orleans  8 en carré 6/8 1 
399. Les Jolies filles française 8 en carré 6/8 4* 
400. Les Jolies Fleurs  8 en carré 2/4 1* 
401. La Josephine  8 en carré 6/8 1 
402. La Journée de l’Amour  8 en carré 2/4 1 
403. La Juillet  8 en carré 6/8 1 
404. La Juin  8 en carré 2/4 1 
405. La Julie allemande 8 en carré 2/4 1* 
406. La Julie Anglaise  8 en carré 2/4 1* 
407. La Julienne française 8 en carré 6/8 1* 
408. La Juliete  8 en carré 6/8 1 
409. La Kepel  4 (?) en colonne (?) 2/4 1 
410. La Kienville  8 en ronde 6/8 1 
411. La labirinte française (moulinet 
des dames) 
8 en carré 6/8 1 
412. La Laitiere française 8 en carré 6/8 1* (+1 
English) 
413. La Languedoc française 8 en carré 2/4 1* 
414. La lanterne Magique française 8 en ronde 6/8 3 
415. La Le Franc  8 en carré 2/4 1 
416. La Lisbé française 8  en carré 6/8 3* 
417. La L[l]ionnoise française (moulinet 
des dames) 
8 en carré 6/8 3 
418. La Lirboulaire  8 or more en colonne 6/4 1 
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419. La Lostocom [Lustucru] française/allemande 8 en ronde 2/4 2 
420. La Louise  8 en carré 6/8 2* 
421. Le Lundy  8 en carré 2/4 1 
422. Madame Robin  8 (10?) en colonne 4/4 1 
423. Ma[g]delon friquet française (moulinet 
des hommes) 
8 en carré 2/4 4 
424. L[l]es Madelonnette[s]  8 en carré 
(allemande) 
2/4 3 
425. Ma Favorite  8 en carré 2/4 1 
426. La Magotine française (La 
Redoute) 
8 en carré 2/4 1* (+1 
English) 
427. La Mahoni[e][y] française/allemande 
(dames en ronde) 
8 en carré 2/4 3 
428. La Mai  8 en carré 6/8 1 
429. La Majestueuse  8 en carré 2/4 1 
430. La Malaga  8 en carré 2/4 1 
431. La Melt  8 en carré 2/4 1 
432. les Manches Vertes  8 or more en colonne 6/4 [3/2] 2 
433. La Marche  8 en carré 6/8 2 
434. Marche de Tékéli  10 (8?) en colonne 4/4 1 
435. La M[m]arche E[e]spagnolle française/allemande 
(hommes en ronde) 
8 en carré 6/8 2 
436. la Maréchal  10 (8?) en colonne 2/4 1 
437. La Mergueritte  8 en carré 2/4 1 
438. Les Marguerites  8 en carré 2/4 1 
439. Le Mariage à la Mode  8 en carré 6/8 1* 
440. les Mariniers  8 en colonne 6/4 1 
441. La Marot[t]e  8 en carré 2/4 [6/8] 2 
442. La Marquise française/allemande 8 en ronde 2/4 3 
443. La Mars  8 en carré 6/8 1 
444. la Marthiny française 8 en ronde 2/4 1 
445. La Martingalle française/allemande 
(dames en ronde) 
8 en carré 2/4 2 
446. la Matelote  8 en carré 6/8 1 
447. Les Matelots  8 en carré 6/8 1 
448. la Mat[h]elotte 
[Hollandoisse], ou les 
cotim(?)acons 
 8 en carré 2/4 1 
449. La Mayette  8 en carré 2/4 1 
450. La M.D. Couleur à la Mode  8 en carré 2/4 1 
451. La Mé[e]nagere française (deux 
mains) 
8 en carré 2/4 4 
452. La Mellan  8 en carré 2/4 1 
453. le Menuet de la Reine  4 or more en colonne 6/4 1 
455. Menuet des Festes d’Orleans  8 (or 4) en carré 3/4 1 
456. le Menuet du Chevalier  4 or more en colonne 6/4 1 
457. La Messidor  8 en carré 2/4 1 
458. La Meudonoise  8 en carré 6/8 1 
459. La Meuniere française/allemande 8 en ronde 2/4 2 (+1 
English) 
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460. La Mienne  8 en carré 2/4 2 
461. La Mignonnette française 8 en colonne 6/8 2* 
462. La Militaire française 8 en carré 2/4 1* 
463. Milord Biron  8 (6, 10?) en colonne 6/4 1 
464. La Minos  8 en carré 2/4 1* 
465. La Mirza française 8 en carré 2/4 2* 
467. La Mitroscope française/allemande 8 en carré 
(allemande) 
2/4 2 
468. La Mode alanver [àl’envers] française/allemande 
(dames en ronde) 
8 en carré 2/4 2 
469. Le Moi de May  8 en carré 2/4 1 
470. La Mondand allemande 8 en carré 2/4 1* 
471. La Monimia  8 en carré 2/4 1 
472. La Montagnarde  8 en carré 6/8 1 
473. La Moroso allemande 8 en carré 2/4 1* 
474. La Mortiere  8  en carré 2/4 1 
475. Les Moulinets brisés  8 en carré 2/4 1 
476. La Muraline  8 en carré 2/4 1 
477. Les Muses  8 en carré (?) 2/4 1 
478. La Nacréon française/allemande 8 en ronde 2/4 1 
479. La Nation  8 en carré 2/4 1 
481. La Nelle Singuliere  8 en carré 6/8 1 
482. Le Nésésaire [Necessaire] française (deux 
mains ?) 
8 en carré 2/4 2 
483. La Neuvenne [Neuvaine] française (hommes en 
ronde) 
8 en carré 6/8 3 
484. La Neuville française 8 en carré 2/4 1* 
485. La Nicolle  8 en carré 6/8 1 
486. La Nina française/allemande 
(moulinet des 
hommes) 
8 en carré 2/4 2 (+1 
English) 
487. La Ninette  8 en carré 2/4 1 
488. La Nle Société allemande 8 en carré 2/4 1* 
489. la Nlle [nouvelle] arrivée  8 en carré 2/4 1 
490. La Nlle Carolinne française 8 en carré 2/4 1* 
491. La Nouvelle Coulon allemande n.a. n.a. 2/4 1 
492. La Nouvelle Fête des 
Boulevards 
 n.a. n.a. 2/4 1 
493. La Nlle [Nouvelle] 
Venitie[n]ne 
française/allemande 
(moulinet des dames) 
8 en carré 6/8 2* 
494. La Nouvelle Perreau anglaise n.a. n.a. 2/4 1 
495. La Nlle Victorine française 8 en carré 2/4 1* 
496. Les Noces française 8 en ronde 2/4 3 
497. La Nonime française (dames en 
ronde) 
8 en carré 6/8 3 
498. La Nonime anglaise française any en colonne 6/8 1* 
499. Les Noules Etrennes  8 en carré 2/4 1 
500. Nous nous marirons 
Dimanche 
 8 en carré 2/4 1 
501. Les Nouveau Plaisirs de 
Meudon 
française 8 en carré 2/4 1* 
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502. Le Nouveau Quadrille anglais  8 en colonne 2/4 1* 
503. la N[n]ouveauté  8 en carré 6/8 2 
504. Les nouveauté étrangere française/allemande 8 en carré 
(allemande) 
2/4 1 
505. Les N[n]ouveaux P[p]laisirs 
du Boulvard 
allemande 8 en carré 2/4 1* 
506. La Nouvelle agréable  8 en carré 2/4 1 
507. La Nouvelle Allemande  8 en carré 2/4 1 
508. La nouvelle allianc[s]e  8 en carré 2/4 3* 
509. La Nouvelle Amitié  8 en carré 2/4 1 




(dames en ronde) 
8 en carré 2/4 3 (+1 
English) 
511. La N[n]ouvelle Année allemande 8 en carré 2/4 1* 
512. La Nouvelle Bien-Venue  8 en carré 2/4 1 
513. La Nouvelle Bisson  8 en carré 2/4 1 
514. La Nouvelle Caroline  8 en carré 6/8 1 
515. La Nouvelle Charte française (la main) 8 en carré 2/4 1 
516. La Nouvelle Chasse  8 en carré 6/8 1 
517. La Nouvelle Corbeil allemande 8 en carré 2/4 1* 
518. La Nouvelle Dannemarck allemande 8 en colonne 2/4 1* 
519. La Nouvelle de Lille allemande 8 en carré 2/4 1* 
520. la Nouvelle Essai  8 (?) en carré 6/8 2 
521. La Nouvelle Etienne  8 en carré 6/8 1 
522. La Nouvelle [Nlle] Etrangere  8 en carré 2/4 1 
523. la Nouvelle Figure  8 or more en colonne 2/4 1 
524. La Nouvelle Française  8 en carré 6/8 1* 
525. La Nouvelle Gracieuse française 8 en carré 6/8 1* 
526. La Nouvelle Guillet  8 en colonne 
(men in the 
middle) 
2/4 1* 
527. La Nouvelle Laurette allemande 8 en carré 6/8 1* 
528. La Nouvelle Lise anglaise 8 en colonne 2/4 1* 
529. La Nouvelle Jaucourt française 8 en carré 2/4 1* 
530. La Nouvelle Joséphine (Été) 8 en carré 2/4 1 
 La Nouvelle Mariée  8 en carré 6/8 1* 
531. La Nouvelle Mirabeau  8 en carré 2/4 1 
532. la Nouvelle Monaco  8 en carré 2/4 2 
533. La Nouvelle On ne s’avise 
pas de tout 
 8 en carré n.a. 1* 
534. La Nouvelle Provence  8 en carré 2/4 1 (+1 
English) 
535. Les Nouvelles françoises, ou 
Les Trois Julies 
 8 en carré 6/8 1 
536. La Nouvelle [Nlle] Sicard  4 en colonne (?) 2/4 4* 
537. La Nouvelle Strasbourg allemande 8 en colonne 2/4 1* 
538. La Nouvelle Terpsicore allemande 8 en carré 2/4 1* 
539. La Nouvelle Thérese  8 en carré 2/4 1 
540. La Nouvelle Trénise  8 en carré 6/8 1 
541. La Nouvelle Vertueuse  8 en carré 6/8 1 
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542. La Nouvelle Zoé  8 en carré 6/8 1 
543. La Novembre  8 en carré 2/4 1 
544. La Octobre  8 en carré 6/8  
545. L’Olimpe  8 en carré 2/4 1 
546. L’Olivier  8 en carré 2/4 1 
547. La Ô-Maony  8 en carré 6/8 1 
548. l’on dit[disait] a[h] Dame 
Cadet 
 8 en carré 2/4 1 
549. On dit qu’a 15 [quinze] ans  8 en carré 6/8 1 
550. L’Originale  8 en carré 2/4 1 
551. Les Orn[m]eaux (hommes en ronde) 8 en carré 6/8 3 
552. L’Orore  8 en carré 2/4 1 
553. L’Ortie, ou l’Hotel de l’Ortie  8 en carré 2/4 1 
554. L’Ouverture des Assemblées allemande 8 en colonne 2/4 2* 
555. L’Ouverture des fêtes de 
Belleville 
allemande 8 en colonne 2/4 1* 
556. La Pagode française (La 
Redoute) 
8 en carré 6/8 1* 
557. La Paix  8 en carré 2/4 1* 
558. Les Paniers française 8 en ronde 2/4 3 
559. Les Pantin[s] française/allemande 
(hommes en ronde) 
8 en carré 6/8 3 
560. la Pantomime  4 or more en colonne 2/4 1 (+1 
English) 
561. L[l]a Pantoufle  8 en colonne 2/4 1 
562. Le Papillon  8 en carré 6/8 1 
563. Le Pas de charge  8 en carré 3/8 1 
564. La Pastorale française (La 
Redoute) 
8 en carré 6/8 1* (+1 
English) 
565. La Pastourelle  8 en carré 6/8 1 
566. La Pasy française (la main) 8 en carré 2/4 1 
567. La Pauline française 8 en carré 2/4 1* 
568. La Paul Jones française 8 en carré 6/8 1* 
569. Les Pavots  8 en carré 6/8 1 
570. Les Pe[a]ndours française/allemande 
(la main) 
8 en carré 2/4 2 
571. La Pekin française (La 
Redoute) 
8 en carré 2/4 1* 
572. la P[p]ensée de d[D]’même  8 en carré 2/4 2 
573. la Perigourdine  8 n.a. 6/8 1 
574. La Perrier  8 en carré 2/4 2* 
575. Le Petit Brin d’Amour  8 en carré 2/4 1 
576. P[p]etit Jean française/allemande 
(hommes en ronde) 
8 en carré 6/8 3 
577. Le Petit mor pour rire française 8 en carré 6/8 1* 
578. La petit provence française (hommes en 
ronde) 
8 en carré 2/4 1 
579. Les Petit[s] Ra[t]s française/allemande 8 en ronde 2/4 2 
580. la petite agathe  n.a. n.a. 2/4 2 
581. La Petite Anglaise  8 en carré 2/4 1 
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582. La petite Bastio[e]nne française 8 en carré 6/8 3 
583. La Petite Bélinde française 8 en carré 2/4 1* 
584. La Petite Bion  8 en carré 2/4 12 
585. La Petite Boiteuse  8 en carré 6/8 1* 
586. La Petite Charmante  8 en carré 6/8 2* (+1 
English) 
587. La Petite Curieuse  8 en carré 2/4 1* 
588. La Petite Eugenie  8 en carré 2/4 1 
589. L[l]a P[p]etite [He]Elê[e]ne française/allemande 8 en ronde 2/4 3 
590. La Petite Faveur allemande 8 en colonne 2/4 1* 
591. La Petite Gaillard française 8 en carré 6/8 1* 
592. La Petite gaudrot  8 en carré 6/8 1 
593. La Petite Henriette française 8 en carré 6/8 1* 
594. La Petite Jeannette française 8 en carré 6/8 1* 
595. La Petite Jeanot française 8 en carré 6/8 2* 
596. La P[p]etite Jephté française 8 en carré 2/4 1* 
597. La Petite Julie française 8 en carré 6/8 1* 
598. La Petite Justine  8 en carré 6/8 1 
599. La Petite Lagrance  8 en carré 6/8 1 
601. La P[p]etite L[l]aitiere  8 en carré 6/8 1 
602. La Petite Lucette  8 en carré 6/8 1 
603. La P[p]etite Louise française 8 en carré 2/4 1* 
604. La petite Nan[n]et[t]e française (moulinet 
des hommes) 
8 en carré 6/8 4 
605. La Petite Pantoufle française 8 en carré 2/4 1* 
606. la P[p]etite passe passe  8 en carré 2/4 3 
607. La petite Parisienne française 8 en carré 2/4 1 
608. La Petite Paysanne française/allemande 
(deux mains) 
8 en carré 2/4 3 
609. La petite Proven[ç]e[a]lle française 8 en ronde 2/4 2 
610. La Petite Zulime  8 en carré 6/8 1 
611. Les Petites Allemandes  8 en carré 6/8 1* 
612. Les Petites Etrennes  8 en carré 2/4 1 
613. Les Petites F[f]aveur[s] française/allemande 8 en carré 
(allemande) 
2/4 2 
614. Les petit[s] Ballet[s] française 8 en carré 6/8 3 (+1 
English) 
615. Les Petits Cornets  8 en carré 6/8 1 
616. Les Petits Pates  8 en carré 2/4 1 
617. Les Petits Rats française 8 en carré 2/4 1 
618. la Petit[t]e Ieanneton menuet 8 en colonne 6/4 1 
619. La Petit[t] Prova[e][i]nce  8 en carré 2/4 2 
620. la P[p]ie  8 en carré 2/4 2* 
621. La Piemontoise  8 en carré 6/8 3 
622. La Pier[r]e fritois[s]e [La 
Pierfitoise] 
française (la main) 8 en carré 2/4 3 (+1 
English) 
623. La Pierette française 8 en carré 2/4 1* 
624. Les Pierrots  8 en carré 6/8 2 
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625. L[l]e[s] Pistolet française (deux 
mains) 
8 en carré 2/4 5 (+1 
English) 
626. La Placide  8 en carré 6/8 1 
627. La Plaisante allemande 8 en colonne 2/4 1 
628. Le Plaisir des Dames cotillon 8 en carré 2/4 1* (+1 
English) 
629. Les Plaisirs  8 en carré 6/8 1 
630. Les Plaisirs [de] Basque  8 en carré 2/4 1* (+1 
English) 
631. Les P[p]laisirs Dauphin allemande 8 en carré 2/4 1* (+1 
English) 
632. Les Plaisirs de Bedfort française 8 en carré 2/4 1* 
633. Les Plaisirs de Londres anglaise any en colonne 2/4 1 
634. Le plaisir des Dames  8 en carré 2/4 1 
635. les plaisirs de Carel  8 en carré 6/8 1 (+1 
English) 
636. Les PLaisirs de Chevalier française 8 en caré 2/4 1* 
637. Les Plaisirs de Cithere  8 en carré 6/8 1 
638. Les Plaisir de Creteil[le]  8 en carré 6//8 1 (+1 
English) 
639. Les Plaisirs de Chénonceaux  8 en ronde 2/4 2* 
640. Les P[p]laisirs de la Motte française 8 en carré 2/4 1* 
641. Les Plaisirs de la Reine  8 en carré 2/4 1 
642. Les Plaisirs de la Société française/allemande 8 en ronde 2/4 2 
643. Plaisirs de l’Arquebuse allemande 8 en carré 2/4 2* 
644. Les Plaisirs de Launay française 8 en carré 2/4 1* 
645. Les Plaisirs de Le Chard fançaise 8 en carré 6/8 1* 
646. Les Plaisirs de Lucile allemande 8 en carré 2/4 2* 
647. Les Plaisirs de Meudon allemande 8 en carré 2/4 1* 
648. Les Plaisirs de Montreuil  8 en carré 6/8 1 
649. Les Plaisirs de Paris allemande 8 en carré 2/4 1* 
650. Les Plaisirs d’Epinay française 8 en carré 6/8 1* 
651. Les Plaisirs de Torigny allemande 8 en carré 2/4 1* 
652. Les Plaisirs de Verneu  8 en carré 2/4 1 
653. Les Plaisirs de Ville Juiffre  8 en carré 2/4 1* 
654. Les Plaisirs dhivert française 8 en carré 2/4 1* 
655. Plasirs du Chand de Mars  8 en carré 2/4 1 
656. Les Plaisirs Français française 8 en carré 6/8 1* 
657. Plaisirs sans crainte  8 en colonne 4/4 1 
658. Les Plumes française 8 en carré 6/8 1* 
659. Podain  8 or more en colonne 2/4 1 
660. Le Point du jour  8 en carré 2/4 (?) 3 (+1 
English) 
661. La Poir[r]e[é]z [Poirés] française/allemande 8 en ronde 2/4 2 
662. les Pois ramés  8 en carré 6/8 1 
663. La Polichinel  8 (?) en carré (?) 2/4 1 
664. Les P[p]ortraits a[à] la Mode française (moulinet 
des hommes) 
8 en carré 6/8 3 (+1 
English) 
665. La Pousette  8 en carré 2/4 1 
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667. La Pracontade  8 en ronde 2/4 2* 
668. La Pracontalle française 8 en carré 2/4 1* 
669. La Premier [pre] venue  8 en ronde 2/4 1 
670. Le Prince George  8 or more en colonne 2/4 [4/4] 2 





8 en carré 2/4 2 
672. Le P[p]rintems  française (dames en 
ronde) 
8 en carré 2/4 3 (+1 
English) 
673. La Prise de Bruxelle  8 en carré 6/8 1 
674. La Promenade Chanpetre française 8 en carré 2/4 1* 
675. Les promenades de 
Mesdames 
anaglaise n.a. n.a. 6/8 1 
676. La Provenc[ç]al[l]e française 8 en carré 
(allemande) 
2/4 4 
677. La Prusienne (Poule) 8 en carré 6/8 1 
678. La Psiché  8 en carré 2/4 1 
679. la Puce  8 en carré 6/8 3* 
680. [Le] Quadrille anglais  8 en colonne 2/4 2* 
681. Les Quatre Comtesse allemande 8 en carré 2/4 2* 
682. Les Quatre Cousines  8 en carré 6/8 1 
683. Les Quatre Couleurs  8 en carré 6/8 1 
684. Les Quatre Pantalons  8 en carré 2/4 1 
685. Les Quatre Princes polonaise 8 en colonne 2/4 2* 
686. Les Quatres Cœurs française 8 en caré 2/4 1 
687. Les Quatre Veuves  8 en carré 6/8 1 
688. La Quenette  8 en carré 6/8 1 
689. La Queu[e] du chat française/allemande 
(hommes en ronde) 
8 en carré 2/4 3 
690. La Racrocheuse française/allemande 8 en ronde 6/8 3 




8 en carré 2/4 3* 
692. La Ranelagh française 8 en carré 6/8 1* 
693. Les Rats  8 en carré 2/4 2 
694. La Raucoure  8 en carré 2/4 1 
695. La Redoute française 8 en carré 2/4 1* 
696. La Redoute Parisienne française 8 en carré 6/8 1* 
697. La Réconciliation  8 en carré 2/4 1 
698. La Recreation des Dames française 8 en carré 2/4 1* 
699. Les Récréations de la Société  12  en deux lignes 
horizontales 
2/4 1* 
700. La Rejouissance  8 en carré 2/4 1 
701. La Remouleuse  8 en carré 2/4 1 
702. La René provençale 8 en carré 2/4 1* 
703. Le Rendés-vous de la 
Jeunesse 
française 8 en carré 6/8 1* 
704. Le Rendés-vous galant française 8 en carré 6/8 1* 
705. Le Rendez-vous de 
B[b]elleville 
française 8 en carré 2/4 1* 
706. la Rennelack [Rañelack]  8 en carré 6/8 2 
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707. La Renommée  8 en carré 6/8 1 
708. Le R[r]etour de Chatillon française 8 en carré 6/8 1* 
709. Le R[r]etour de Destaing française 8 en carré 2/4 1* 
710. Le R[r]etour de Versailles  8 en carré 6/8 2* 
711. La Réunion  8 en carré 2/4 1 
712. La Richelieu  8 en carré 2/4 1 
713. le Rigaudon d’Engletre[terre]  8 en colonne 2/4 1 
714. La Ringal française 8 en carré 6/8 1* 
715. La Rinoserro française (moulinet 
des dames) 
8 en carré 2/4 1 
716. La Riscofienne  8 en carré 2/4 1 
717. La Rivierre française (dames en 
ronde) 
8 en carré 2/4 1 
718. La Robertine  8 en carré 2/4 1 
719. La Rocheloise  8 en carré 2/4 1 
720. La Ronde villageoise  8 en carré 2/4 1 
721. La Rosalie  8 en carré 6/8 2* (+1 
English) 
722. La Rose cotillon 8 en carré 2/4 1 (+1 
English) 
723. Rose et Colas  8 en carré 2/4 1 
724. La Rosette française 8 en carré 2/4 2* 
725. La Rosiere  8 en carré 6/8 2 
726. Les Roulettes  8 en colonne 2/4 2 
727. La Roume  8 en carré 2/4 1 
728. La Royal[le] française/allemande 
(deux mains) 
2 n.a. 2/4 3 
729. La Rugieri allemande 8 en carré 2/4 1* 
730. La Russienne française 8 en carré 2/4 1* 
731. la Sobot[t]iere  8 en carré 2/4 1 
732. La Sabran  8 en ronde 2/4 1 
733. La Safie  8 en carré 2/4 1 
734. La St Agnan allemande 8 en carré 2/4 1* 
735. L[l]a St[e] Claire française/allemande 8 en carré 
(allemande) 
2/4 2 
736. Le St Farieux française 8 en carré 6/8 1* 
737. La Saint James anglaise any en colonne 6/8 1 
738. La St Julien française 8 en carré 2/4 1* 
739. La St Leu française 8 en carré 2/4 1* 
740 . La Saint [St] Quart française/allemande 8 en ronde 2/4 2 
741. Le Salon DApollon  8 en carré 6/8 (?) 1 
742. la Samardique  8 (10?) en colonne 4/4 1 
743. La Satisfaction  8 en carré 2/4 1 
744. La Sauvage cotillon 8 en carré 6/8 1 (+1 
English) 
745. La Savetiere  8 en carré 2/4 1 
746. la Savoyarde  8 en carré 2/4 1 (+1 
English) 
747. La Scimballe [Simballe] française/allemande 
(la main) 
8 en carré 6/8 2 
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748. La Sec[C]uliere française 8 en carré 2/4 1* 
749. La Segonzac  8 en carré 2/4 1 
750. La Ségure ou L[l]ison française/allemande 8 en ronde 2/4 2 
751. Le Sejour des Graces allemande 8 en carré 2/4 2* 
752. La Semblée des Graces française 8 en carré 2/4 1* 
753. La Septembre  8 en carré 2/4 1 
754. Le Séraille [Serail] française/allemande 
(moulinet des 
hommes) 
8 en carré 2/4 2 
755. la Sicard  8 (?) en carré 6/8 3* 
756. La Silvie française/allemande 
(moulinet des 
hommes) 
8 en carré 6/8 5* (+1 
English) 
757. La Simon[n]ette française/allemande 8 en ronde 2/4 3 
758. La Sincere  8 en carré 2/4 1 
759. Les Soirées de Belleville  8 en carré 2/4 1 
760. Les Sonnettes française (La 
Redoute) 
8 en carré 6/8 1* 
761. Sont des Navets  8  en colonne 4/4 1 
762. La Sophie  8 en carré 6/8 2* 
763. La Stanislas française 8 en carré 6/8 1* 
764. la Stockolm  8 en carré 2/4 1 
765. La Stougard allemande 8 en carré 2/4 1* 
766. La Strasbourgeoise allemande 8 en carré 2/4 1* (+1 
English) 
767. les Suisses  8 en carré 2/4 1 
768. Suitte de la P[p]aysane, ou 
ces Agréments 
 8 en carré 2/4 1 
769. La Sultane (Pantalon) 8 en carré 6/8 2 
770. La Surprise  8 en carré n.a. 1* (+1 
English) 
771. La Surveillante  8 en carré 2/4 1 
772. La Susanne  8 en carré 2/4 1 
773. La Suze allemande (moulinet 
des hommes) 
8 en carré 2/4 5* 
774. La Suz[s]ette française/allemande 
(moulinet des dames) 
8 en carré 2/4 2 
775. Les Tableaus[x] française/allemande 8 en carré 
(allemande) 
6/8 3 
776. Le Tambourin cotillon 8 en carré 4/4 [2/4] 1 (+1 
English) 
777. Tambourin allemande  8 en carré 2/4 1* 
778. L[l]e T[t]a[e]mbourin [de] 
D’aquin 
 8 or 10 en carré 2/4 2 
779. Le tambourin de la folie  8 en carré 2/4 1 
780. Le Tambourin vif  8 en carré 2/4 2 
781. La Télisia  8 en carré 2/4 1 
782. Le Tembourin [tambourin] de 
charter[s] 
française/allemande 8 en ronde 2/4 2 




8 en carré 2/4 2 
784. Le Tembourin espagnole  8 en carré 2/4 1 
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785. la tendresse†  n.a. n.a. 2/4 1 
786. La Terpsichore  8 en carré 2/4 1 
787. La Therès[e]e française/allemande 
(hommes en ronde) 
8 en carré 2/4 3 (+1 
English) 
788. La Tilsit  8 en carré 2/4 1 
789. La Timbrée  8 en carré 2/4 1* 
790. La Timpée française 8 en carré 
(allemande) 
2/4 1 
791. La Tirza  8 en carré 2/4 1 
792. La Toison d’Or  8 en carré 2/4 1 
793. La tonnelliere  8 en ronde 6/8 1 
794. La Torré allemande n.a. n.a. 2/4 1 
795. le Tourbillon d’Amour  8 or more en colonne 2/4 1 
796. La Tout[e] [de] traver[s][t] française/allemande 
(moulinet des 
hommes) 
8 en ronde [en 
carré] 
2/4 4 
798. La Traci[y], ou la Celie française/allemande 
(hommes en ronde) 
8 en carré 6/8 2 
799. La Trasoy  8 en carré 6/8 1 
800. la Triomphante  6 (8?) en colonne 6/4 1 
801. La Triple inconstances française (la main) 8 en carré 6/8 1 
902. les trois F[f]ermiers  8 en carré 2/4 3* 
803. la trop longue  8 en carré 2/4 1 
804. les T[t]roqueurs  8 en carré 2/4 2* 
805. La Troteuse française/allemande 
(moulinet des 
hommes) 
8 en carré 2/4 3 
806. La Turc[que] française/allemande 
(la main) 
8 en carré 2/4 3 
807. L[a] Ut Sol  8 en carré 6/8 3*  
808. La Vaillant  8 en carré 6/8 1 
809. la Valantine  8 or more en colonne 6/4 1 
810. La Vandëuil allemande 8 en carré 2/4 1* 
811. La Vaudreuil française 8 en carré 6/8 1* 
812. Les Vendangeurs française 8 en carré 6/8 1* (+1 
English) 
813. La Venit[c]ien[n]e  n.a. n.a. 6/8 [6/4] 2 
814. La Vestale  8 en carré 2/4 1 
815. la Victoire  10 (?) en colonne 2/4 3 (+1 
English) 
816. La Victoire du Destaing française 8 en carré 6/8 2* 
817. La Victor allemande 8 en carré 2/4 1* 
818. La Victorieuse  8 en carré 2/4 2 (+1 
English) 
819. La Victorine  8 en carré 6/8 1 
820. La vieille Contredance†  n.a. n.a. 4/4 1 
821. La Vielle Ville  8 en carré 2/4 1* 
822. Vienne  8 or more en colonne 2/4 1 
823. La Vilanete  8 en carré 2/4 1 













825. la Villars menuet 8 en colonne 6/4 1 
826. La Villemondoise 
[Vilmontoise] 
française/allemande 
(dames en ronde) 
8 en carré 6/8 2 
827. La Villequier  8 en carré 6/8 1 
828. La Villette française/allemande 
(dames en ronde) 
8 en carré 6/8 3 
829. La Vinetta  8 en carré 2/4 1 
830. La Virginie  8 (?) en carré 2/4 1 
831. Les Visit[t]es française 8 en ronde 2/4 4* 
832. La Vogue de Bron  8 en carré 2/4 1 
833. La Voisine française 8 en carré 2/4 1* 
834. Les Voleurs  française/allemande 
(la main) 
8 en carré 2/4 2 
835. la V[v]oltaire  8 en carré 6/8 3* 
836. La Volupte  8 en carré 6/8 1 
837. La Volupt[u]euse allemande (moulinet 
des dames) 
8 en carré 2/4 4* 
838. L[l]a Walderdorf allemande 8 en carré 2/4 1* 
839. Le Wauxhall de Londres allemande 8 en carré 2/4 1* 
840. La Wenceslas allemande 8 en carré 2/4 1* 
841. La Westphaline  8 en carré 2/4 1 
842. La Zaire française (ronde des 
hommes) 
8 en carré 2/4 1 
843. La Zeïne  8 en carré 2/4 1 
844. Le Zéphir  8 en carré 2/4 1 
845. Le Zeste française 8 en carré 2/4 1* 
846. Le Ziste française 8 en carré 2/4 1* 
847. La Zizine  8 en carré 6/8 1 
848. La Zobeïde  8 en carré 2/4 1 
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1er Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la Reine 
n.a. 1776 (?) Paris, 
Versailles 
M. Boüin, Mlle 
Castagnery, M. 
Blaizot 




2e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la Reine 
n.a. n.d. Paris, 
Versailles 
M. Boüin, Mlle 
Castagnery, M. 
Blaizot 




3e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la Reine 
n.a. n.d. Paris, 
Versailles 
M. Boüin, Mlle 
Castagnery, M 
Blaizot 




4e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la Reine 
n.a. n.d. Paris, 
Versailles 
M. Boüin, Mlle 
Castagnery, M 
Blaizot 




IXme Recueil de 
Contredanses avec 
la basse chiffrée et 
la table par lettres 
alphabetiques qui se 
dansent au bal de 
l’Opéra et de St. 
Cloud 
n.a. n.d. Paris Le Clerc  16 Music 1 livre, 
4 sous 
Xme Recueil de 
Contredanses Avec 
la Basse Chiffrée; et 
la Table par Lettres 
Alphabetiques Qui 
se dansent au bal de 
l’Opéra et de St. 
Cloud 
n.a. n.d. Paris Le Clerc  16 Music 1 livre, 
4 sous 
 
673 Original orthography and punctuation have been retained, with limited amendment, for titles of collections and 
names of authors and editors in this appendix.  
 
674 Collections are arranged alphabetically by the name of the contributor (choreographer or composer) appearing 
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avec la Basse 
Chifrée et la Table 
par lettre 
alphabétique, 
Recüeillie et mis en 
ordre par Mr. 
Leclerc: Nouvelle 
Edition 
n.a. n.d. Paris Le Clerc n.a. Music 2 livre, 
8 sous 
Premier Recueil de 
Pot Poury François 
Les Plus A La 
Mode, Qui se Danse 
Chez la Reine 





de Pot Poury 
François Les Plus A 
La Mode Qui se 
Danse Chez la 
Reine 
n.a. n.d. Paris Frere 16 Music and 
figures 
1 livre 4 
sous 
Troisiemmes 
Recueil de Pot 
Poury Francois Les 
Plus A La Mode. 
Avec l’Expication 
des figures Qui se 
Danse Chez la 
Reine 





Recueil de Pot 
Poury Francois de 
Contredanse Les 
plus à la Modes 
avec l’esplication 
des figures Qui se 
Danse Chez la 
Reine 





de Pot Poury 
Francois et 
Contredanses Les 
Plus a la Modes 
Avec l’explication 
des figures Qui se 
Danse Chez la 
Reine 




Sixieme Recueil de 
Pot Poury Francois 
et Contredances Les 
plus a la Modes 
avec l’explication 
des figures Qui se 
Danse chez la Reine 




Septieme Recueil de 
Pot Poury François 
et Contredanses Les 
plus à la Mode 
Avec l’explication 
des Figures Qui se 





dansent chez la 
Reine 
Huitieme Recueil de 
Pot Poury François 
et Contredanses Les 
plus à la Mode 
Avec l’explication 
des Figures Qui se 
dansent chez la 
Reine 





de Pot Poury 
François et 
Contredanses Les 
plus a la Modes 
Avec l’explication 
des Figures Qui se 
dansent chez la 
Reine 




Dixieme Recueil de 
Pot Poury François 
et Contredanses Les 
plus à la Modes 
Avec l’explication 
des Figures Qui se 
dansent Chez la 
Reine 




Onzieme Recueil de 
Pot Poury Francois 
et Contredanses Les 
plus à la Mode 
Avec l’explication 
des Figures Qui se 
dansent chez la 
Reine 





de Pot Poury 
Francois et 
Contredanses Les 
plus à la Modes 
Avec l’explication 
des Figures Qui se 
dansent chez la 
Reine 












n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
La Belle Danseuse: 
Contre-danse 
nouvelle 
n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
Les Canons, ou 
L’Annonce de la 
Paix: Contre-danse 
nouvelle 



























4 sous la 
feuille 












Le Mariage à la 
Mode: Contre-danse 
nouvelle 






n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
La Nouvelle On ne 
s’avise jamais de 
tout: Contredanse 








n.a. n.d. Paris, 
Versailles 







La Petite Boiteuse: 
Contre-danse 
nouvelle 
n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
La Petite Curieuese: 
Contre-danse 
nouvelle 
n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
Les Plaisirs du 





dansées dans les 
fêtes de Zéphire et 
Flore 





n.a. n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
        
La Gigue Anglaise: 
contredanse 






4 sous  
Les Jolies Filles: 
Contredanse 
*** n.d. Paris Mlle Castagnery 4 Music, 
figures, and 
illustrations 


















(mise à jour) 











(mise à jour) 




























(mise à jour) 
n.d. Paris Landrin, 
Castagnery 




La Nle Société: 
Contredanse 
Allemande 
































(mise à jour) 






4 sols  
Le Ballet Allemand: 
Contredanse dansée 
dans les Bosquets 
de Zéphir & Flore 
dediée aux dames 









dans les Bosquets 
de Zéphir & Flore 
dediée aux dames 











autres Airs choisis, 
pour la Musette 
avec la Basse 
Continüe qui 
Conviennent aux 
Vielles, fluttes, et 
Hautbois, & c. 
Math. De Gland 
(engraving) 
1732 (?) Paris Mr. Chedeville 
l’aisné, Le Sieur 
Bourin, Le 
Sieur le Clerc 
6 suites, 
24 pages 
Music 3 livres, 
10 sous 











n.e. 4 Music, 
figures, and 
illustrations 
4 sous  
La Belle Manette, 
ou la Noce de 
Montargis: 
Contredanse 
française dédiée à 












4 sous  
Les Nouveau 





(mise à jour) 












(mise à jour) 



















4 sous  
        




françoise à douze 
figurans dédiée & 





1774 Paris Chez l’auteur  Music and 
figures 
4 sols 
1er Recüeil de neuf 
Contre-danses 
Françaises en Pot-




pour le bal du Cn 
Ruggieri  
BAILLY, l’ainé n.d.  
(c. 
1790) 




2me Recüeil de neuf 
Contre-danses 
Françaises en Pot-




pour le Bal du Cn 
Ruggieri 
BAILLY, l’ainé n.d.  
(c. 
1790) 




3eme Recueil de 
neuf Contre-danses 
Françaises en Pot-




Pour le Bal du Cen 
Ruggieri 
BAILLY,  








4eme Recüeil de 
neuf Contre-danses 
Françaises en pot-




Pour le Bal du Cen 
Ruggieri 
BAILLY, l’ainé n.d.  
(c. 
1790) 




La Bonne Amie: 
Contredanse 
française 




































aux Chevaliers de 
l’arquebuse de 
Corbeil 




















fêtes de Belleville: 
Contredanse 
allemande dediée à 
M. Lavau 







Allemand dédiée au 
Sieur de La Valliere 












Nanette L*** par 




BLANCHART n.d. Paris Mondhare 4 Music, 
figures, and 
illustrations 
4 sous  
5e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la reine 










6e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la Reine 










7e Recueil de Pot-
Poury Français 
Avec l’Explication 
des Figures Qui se 
danse chez la reine 





















allemande dédiée à 
Mlle Broc 






La Petite Faveur: 
Contredanse 
allemande dédiée à 
M. de St-Aignan 







La St Aignan: 
Contredanse 
allemande 










pour la 1ere fois au 
Bal de l’Opéra le 6 
fev. 1766 dediée A 
Madame la 
Comtesse de 
Berthier Par son tres 
respectueux 
serviteur CAREL 
Mtre de danse prive 
du Roi, auteur de la 
Strasbourgeoise et 
de la Folie  







4 sous  











allemande dediée à 
M. Brouder le fils, 
negociant à 
Strasbourg 












autres airs choisis 
pour la musette avec 
la basse continue: 
qui conviennent aux 





1732 Paris Mr. Chédeville 
l’aisné, Le Sieur 
Boivin, Le Sieur 
le Clerc 











La Fête du Château 
allemande 


































Paris Frère 45 Music and 
figures 
3 f, 60 c 
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n.d. Paris Frère 45 Music and 
figures 
3 fr, 60 
c 
17e Recueil des 
Contre-danse 
















dediées à Monsieur 
le Dr. Nauche, 



























n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 





(mise à jour) 






Les Estreines de 






(mise à jour) 






La petite Jeanot et 






(mise à jour) 










CUNISSY, J. n.d. Paris Frère 45 Music and 
figures 
3 fr, 60 
c 
        





maniere aisée avec 
des Figures 
démonstratives pour 
les pouvoir danser 
facilement, 
auxquelles on a 
ajouté les Airs notés 
DE LA CUISSE  1762 Paris Cailleau, Mlle 
Castagnery  
28 Description n.a. 
Suite du Repertoire 
des Bals ou Recüeil 
de Contredanses  

















(mise à jour) 























(mise à jour), 
DESNOYERS 
(music) 












(mise à jour) 






4 sous  




d’une maniere si 
aisée que toutes 
personnes peuvent 
facilemt. les 
apprendre sans le 
secours d’aucun 
maitre, et même 
sans avoir eu 
aucune 





R; et. al. 
























Présentées à la 

































4 sous  










Le Wauxhall de 
Londres: 






















La Petite Gaillard: 
Contredanse 
française 
























d’une maniére si 
aisée, que toutes 
personnes peuvent 
facilement les 
apprendre, sans le 
secours d’aucun 
maître et même sans 
avoir eu aucune 
connoissance de la 
Chorégraphie 






FORGET, l’aîné n.d. Paris Chez Bonjour n.a. Music and 
figures 
n.a. 
        
























La Petite Jeannette 







(mise à jour) 

































4 sous la 
feuille 
Almanach dansant 





l’Origine et l’Utilité 
de la Danse Dédié 
au Beau Sexe par 
Guillaume Maitre 
de Danse Pour 
GUILLAUME; 
LA HANTE 








l’Année 1769 ou se 
trouve Un Recueil 
de Contredanse et 
Menuets nouveaux 
Par la Hante, aussi 






Menuets les plus 
nouveaux par M. La 
Hante maitre de 
danse avec la 
description des 
figures par M. 



















































        





arrangées pour le 
Bal de l’Hotel de 
Richelieu…la Suite 
des Contredanses 
sont jointes de 
nouvelles Anglaises 
et Walses ainsi que 
le Menuet de la 
Cour, la Forlane, 
l’Allemande à trois, 
les Monseriner et le 
Pas Russe 
HULLIN, J. B. n.d.  
(c.1790) 























(mise à jour) 
n.d. Paris Landrin, 
Castagnery 









(mise à jour) 
n.d. Paris Landrin, 
Castagnery,  










(mise à jour) 











(mise à jour) 
n.d. Paris Landrin, 
Castagnery 









(mise à jour) 






        
Deuxième recueil 








Nouvelles Par Mr. 
Perreau Et Une 




1770 Paris Mr. Jolivet n.a. Music 1 livre, 
4 sous 













4 sols  





(mise à jour) 
n.d. Paris Landrin, 
Castagnery 











































4 sous  
La Mignonnette: 
Contredanse 
nouvelle dediée au 
Beau Sexe 




(mise à jour) 























(mise à jour) 
n.d. Paris Landrin, 
Castagnery 












(mise à jour) 











































































danse Française et 
Boiteuse Qui se 












Les Enfans de Paris 




air); ADNET (2e 
air); LANDRIN 
(mise à jour) 




























(mise à jour) 

























































(mise à jour) 
n.d. Paris Lahante, 
Landrin, 
Castagnery 




1 Pot Pourri 
Francois des contre-
danse ancienne tel 
LANDRIN n.d. Paris Mlle 
Castagnery, 
chez l’auteur  




qu’il se danse chez 
la Reine 
2e Pot Pourri 
François des 
Contre-danses 
anceinne tel qu’il se 
danse chez la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
3e Pot Pourri 
François des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
4 Pot Pourri 
François des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
5 Pot Pourri 
Francois des 
Contre-danse 
ancienne tel qu’il se 
danse chez la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
6 Pot Pourri 
François des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
7 Pot Pourri 
François des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  9 Music and 
figures 
12 sous 
8 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
9 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle de 
Castagnery  
7 Music and 
figures 
12 sous 
10 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
11 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
12 Pot Pourri 
François de contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN  n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
13 Pot Pourri 
François de contre-
danse ancienne tel 




qu’il se danse chez 
la Reine 
14 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
15 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
16 Pot Pourri 
François de contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 
LANDRIN n.d. Paris Mlle Castagnery  7 Music and 
figures 
12 sous 
17 Pot Pourri 
Francois des contre-
danse ancienne tel 
qu’il se danse chez 
la Reine 















L’aMi dela Maison: 
Contre-danse 
française 















































Le Petit mot pour 




(mise à jour); 
amateurs (music 
and figures) 






Les Plaisirs de 
Paris: 1er Contre-
danse allemande. La 


















(mise à jour) 








françois(e) dédié à 
Mr. de la Neuville, 




n.d. Paris Landrin, 
Castagnery 









(mise à jour) 















(mise à jour) 
n.d. Paris Landrin, 
Castagnery 










(mise à jour) 
n.d. Paris Landrin, 
Castagnery 




La St. Farieux: 
Contre-danse 
françoise dédier à 
Mr. Farieux, 





(mise à jour) 










(mise à jour) 
n.d. Paris Landrin, 
Castagnery 










(mise à jour) 











(mise à jour) 
1780 Paris Landrin, 
Castagnery 









(mise à jour) 






Les Plaisirs Basques LECHARD; 
LANDRIN 
(mise à jour) 











(mise à jour) 











(mise à jour) 
n.d. Paris Landrin, 
Castagnery 


































LE DOUX n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
Le Beau Temps: 
Contre-danse 
nouvelle 
LE DOUX n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
Le Plaisir des 
dames: Contre-
danse nouvelle 




Les Jolies Fleurs: 
Contre-danse 
nouvelle 
LE DOUX n.d. Paris Bonjour n.a. Music and 
figures 
n.a. 
Le Bouquet tout 
fait, ou Quarante 
Nouvelles Contre-
danses 
L. FERRY  n.d. Louvain J.F. Masweins n.a. Music and 
figures 
n.a. 
        
La Bienfaisante: 
Contre-danse 









(mise à jour) 













(mise à jour), 
LAHANTE 
(music) 









allemande, dédiée à 
M. VIAUCOUR 









à M. La Hante 
l’ainé 












(mise à jour), 
LAHANTE 
(music) 







Les Amusemens de 
Mêndouze: 
Contredanse 
allemande, dédiée à 
M. Clement 
MÊNDOUZE  n.d. Paris Chevardiere, 
Castagnerie 









(mise à jour); 
LAHANTE 
(music) 











(mise à jour); 
LAHANTE 
(music) 













(mise à jour); 
LAHANTE 
(music) 







Les Fêtes foraines 
de la foire: 
Contredanse 
allemande dediée a 
Mrs les Directeurs 














(mise à jour); 
LAHANTE 
(music) 







Les Récréations de 
la Société: Contre-
Danse à Douze 
MÊNDOUZE; 
LANDRIN 
(mise à jour); 
LAHANTE 
(music) 










allemande dédiée à 
Mlle Florigny 
MÊNDOUZE n.d. Paris Chevardiere, 
Castagnerie 
4 Music and 
figures 
4 sols 





PERREAU  n.d. Paris Mlle Castagnery 4 Music, 
figures, and 
illustrations 
4 sous  
Les Quatre Princes 
au bal: Contredanse 
polonaise, dédiée 
aux Me de l’art 








à Mesdames de 
**** 
PERREAU n.d. Paris Chevardiere, 
Castagnerie  






aimables enfans qui 
ont dansé cette 
contredanse 









LA HANTE  
1765 Paris Mlle Castagnery 4 Music, 
figures, and 
illustrations  
4 sous la 
feuille 











La Nouvelle Lise: 
Contredanse 
anglaise 
















        
Le Déserteur: 
Contredanse 






















aux Fêtes forrainnes 
pour la première 
fois le 6 mars 1769 
ROGER 1769 Paris Chez l’auteur, 
Bouin, 
Castagnery 






ROGER  n.d. Paris Chevardiere, 
Castagnery  
4 Music and 
figures 
4 sols 









































Potpourrie La Nlle 





(mise à jour) 












(mise à jour) 












(mise à jour) 
n.d. Paris Landrin, 
Castagnery 









(mise à jour) 































4 sous  
Pot-Pourri de 
Vincennes: Les 
Amis, les Caquets, 
La petite passe 
passe, contredanses 
française 





4 sous la 
feuille 
La Vielle Ville: 
Contre-danse 
nouvelle 






































La Bague Chinoise: 
Contre-Danse 
Française 





















4 sous  
La Belle Cécille: 
Contredanse 
française dedieé a 
Mlle Monné 









La Belle Honorine: 
Contre Danse 
Française 








































































































































































































































(mise à jour) 


































4 sous  
Le Sejour des 
Graces: Contre-






(mise à jour) 






4 sous  
















































Les Plaisirs de la 
Motte: Contre-
Danse Française 




















































        
La Chasse de St 
Hubert: Contre-
danse françois dédié 




(mise à jour) 
n.d. Paris Landrin, 
Castagnery 





















































n.d. n.a. pastorale Le Couronnement du jeune 
David 
middle dance 





Comédie française tragi-comédie Bazile & Quitterie n.a. dance 
1714 Sceaux divertissements en 
musique 
Le Mariage de Ragonde et 
de Colin, ou La Veillée de 
village 




1716 Comédie italienne comédie L'Amante difficile ending dance 
1716 La foire Saint-
Germain 
n.a. Le Tableau du mariage Première 
scène 
reference 
1723 Comédie italienne parodie Philomèle middle dance 
1729 Comédie italienne parodie Le Joueur ending dance 
1732 
(1762)  
Comédie italienne comédie en un acte en 
vers libres 
La Critique ending dance 
1737 Opéra comique ballet-pantomime La Decoupure n.a. dance 
1738 Théâtre de la foire 
Saint-Laurent 
opéra-comique Le bal bourgeois middle dance 
1738 Comédie italienne 
(?) 
parodie Cybelle amoureuse, parodie 
d'Atis 
middle song/air 
1739 Comédie italienne ballet-pantomime Les Muses rivales ending dance 
1744 Comédie française comédie-ballet L'Algérien, ou les Muses 
comédiennes 
middle dance 
1747 Comédie italienne comédie L'Amant auteur & valet n.a. dance 
1747/8 Versailles/Académie 
royale de musique 
ballet-héroïque Les festes de l'hymen et de 




676 The majority of these references have been gleaned from Gallica, the digitized archives of the Bibliothèque 
nationale de France, and in no ways represents an exhaustive list of theatrical contredanses in eighteenth-century 
France.  
 
677 Spectacles are chronologically ordered. When the date of a significant revival is known, this is noted in 
parentheses. Productions of the same year are ordered alphabetically, by title.   
 
678 As identified by the libretto or score itself.  
  
679 Titles have been reproduced without orthographic or grammatical amendment.  
 
680 As indicated in Chapters 1 and 3, the contredanse could be incorporated into a theatrical spectacle as a 
choreographic dance or as a musical air (p. 60 and 191). It occasionally occurred as a rhetorical or cultural reference 
as well.   
 292 
1748 Opéra  acte de ballet Pigmalion ending dance 
1748 Opéra  ballet-héroïque Zaïs ending dance 
1750 Comédie italienne ballet-pantomime à la 
fin d'une comédie 
Le Réveil de Thalie ending dance 
1751 Académie royale de 
musique 
pastorale-héroïque Acante et Céphise ending dance 
1751 n.a. divertissement-
pantomime 
Le Mai ending dance 
1751 n.a. ballet-pantomime Le Vendage ending dance 
1751 Comédie italienne parodie Les Fleurs, troisième entrée 
des Indes galantes; Les 
Incas du Perou, deuxième 
entrée 
middle song/air 
1751 Académie royale de 
musique 
n.a. Les Génies tutelaires ending dance 
1751 Comédie italienne parodie Les Indes dansantes, 




Les Meûniers ending dance 
1752 Vaux-le-Vicomte (?) divertissement n.a. ending dance 
1752 Opéra comique opéra-comique Le Bouquet du Roi middle song/air 
1753 Fontainebleau comédie-lyrique La Coquette trompée ending dance 
1753 Comédie italienne parodie Les Festes des environs de 
Paris, parodie des Festes 
grecques et romaines 
middle dance 
1753 Comédie française comédie-ballet Les Hommes ending dance 
1754 Comédie française ballet L'Amour fixé ending dance 
1754 Théâtre de la foire 
Saint-Laurent 
ballet La Fontaine de Jouvence ending dance, 
song/air 
1754 Comédie française comédie Les adieux du goût ending dance 
1754 Théâtre de la foire 
Saint-Laurent 
ballet Les Fêtes chinoises ending dance 
1754 Versailles/Académie 
royale de musique 
ballet Les Fêtes de l'Hymen et de 
l'Amour 
end of the 
first act 
dance 
1754 Théâtre de la foire 
Saint-Laurent 
parodie Les Fra-maçonnes, parodie 
de l'acte des Amazones dans 
l'opéra les Festes de l'amour 
et de l'himen 
ending dance 
1754 Comédie italienne parodie en un acte Zéphire et Fleurette middle song/air 




1755 Opéra comique parodie L'Enfant gâté, ou Folette et 
Roger-Bontemps, parodie 
du Carnaval, & la Folie 
[Folette, ou l'Enfant gâté] 
ending dance 
1755 Comédie italienne ballet mêlé de chants  
("comédie en danse") 
Le Mai ending dance 
1755 Opéra comique opéra-comique Les Troyennes en 
Champagne 
middle song/air 
1755 Opéra comique pastorale Jerosme et Fanchonnette middle song/air 
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1756 Opéra comique parodie L'Amour impromptu, 
parodie de l'acte d'Eglé dans 
les Talents lyriques 
ending dance 
1756 Théâtre de la foire 
Saint-Laurent 
pièce Les amours grenadiers, ou 
la Gagere angloise 
middle (?) song/air 
1756 Opéra comique ballet Les Matelots [Les 
Rejouissances flamandes] 
ending dance 
1757 Théâtre de la foire 
Saint-Germain 
opéra-comique L'Impromptu du cœur middle song/air 
1757 Lyon ballet héroï-
pantomime 
La Toilette de Vénus, ou les 
Ruses de l'Amour 
ending dance 
1758 Comédie italienne parodie La noce interrompue, 
parodie d'Alceste 
middle dance 
1758 Théâtre de la foire 
Saint-Laurent 
opéra-comique Le médecin de l'amour middle song/air 





La Ressource des Théatres ending dance 
1765 
(reprise) 
n.a. ballet Les fêtes de Thalie ending dance 
1770 Fontainebleau ballet  La Vue ending dance 
1770 Fontainebleau pastorale en un acte Themire ending dance 
1773 Comédie française comédie La Centenaire de Moliere ending dance 
1776 n.a. comédie-épisodique La Grippe ending dance 
1776 Fontainebleau ambigu de scènes 
épisodiques 
La matinée, la soirée et la 
nuit des boulevards 
ending dance 
1776 Comédie italienne comédie-lyrique Les Souliers mors-dorés, ou 
la Cordonnière allemande 
middle song/air 
1777 Choisy parodie Berlingue, parodie 
d'Ernelinde 
middle song/air 
1777 Fontainebleau/Opéra ballet-pantomime La Chercheuse d'esprit ending dance 
1778 Opéra ballet-pantomime Ninette à la cour ending dance 
1778 [devant leurs 
majestés] 
parodie en trois actes 
en prose et en 
vaudevilles 
Romans, parodie de Roland ending danse à 
cheval, 
song/air 
1780 Comédie italienne opéra-comique Aristote amoureux, ou le 
philosophe bridé 
middle song/air 
1780 Trianon parodie Christophe et Pierre-Luc, 
parodie de Castor et Pollux 
middle song/air 
1781 Académie royale de 
musique 
ballet-pantomime La feste de Mirsa ending dance 
1781 Marly divertissement 
pastoral en un acte et 
en vaudevilles 
Le Printems middle song/air 
1781 Comédie italienne comédie-parade en un 
acte et en vaudevilles 
Les deux porteurs de chaise middle song/air 
1783 Fontainebleau comédie L'Amant sylphe, ou la 
Féerie de l'amour 
middle dance 
1787 n.a. comédie-héroïque Bayard, ou Le chevalier 
sans peur et sans reproche 
ending dance 
1792 Théâtre de la rue de 
Louvois 
opéra-héroïque Agnès de Chatillon, ou le 
Siège de Saint-Jean d'Ancre 
middle dance 
1797 Théâtre du 
Vaudeville 
comédie Honorine, ou la Femme 




1798 Théâtre de la 
citoyenne 
Montansier 
proverbe en un acte, 
mêlé de vaudevilles 
Les Amans prothée, ou qui 
compte sans son hote, 
compte deux fois 
middle song/air 
1799 Théâtre des 
Troubadours 


















































Figure A.2. William Hogarth, Analysis of Beauty, Plate II, 1753, engraving, 42.5 x53.5 cm, The 




Figure 1.1. John Playford, The English Dancing Master: Or, Plaine and Easie Rules for the 
Dancing of Country Dances, with the Tune to Each Dance (London, 1651), n.p., Early English 




























Figure 1.2. John Playford, The English Dancing Master: Or, Plaine and Easie Rules for the 




Figure 1.3. Raoul Auger Feuillet, “De la presence du Corps,” in Recueil de contredanses mises 




Sieur de La Cuisse, Le Répertoire des bals, ou Theorie-pratique des contredanses […] (Paris, 






Figure 1.4. Sieur de La Cuisse, Le Répertoire des bals, ou Theorie-pratique des contredanses 



























Figure 1.5. [Pierre-André] Landrin, Pot-pourri françois des contre-danse ancienne tel qu’il se 


















































Figure 1.6. Sieur de La Cuisse, Le Répertoire des bals, ou Theorie-pratique des contredanses 









Figure 1.7. [Pierre-André] Landrin, Pot-pourri françois des contre-danse ancienne tel qu’il se 







Figure 1.8. Landrin, 13e Potpourri françois des contre-danse ancienne tel qu’il se danse chez la 














Figure 2.1. Playford, The Dancing-Master: Or, Directions for Dancing Country Dances, with the 





























Figure 2.2. André Lorin, “Livre de la contredance du Roy, Presenté à sa Majesté Par André Lorin 
l’un de ses academiciens pour la Dance” (unpublished manuscript, 1685-88, rededicated 1721), 







Figure 2.3. Butler Clowes, after John Collet, Grown Gentlemen Taught to Dance, 1768, Paper: 






Figure 2.4. Jacques Philippe Le Bas, after Philippe Canot, Le Maître de danse, 1745, engraving 











Figure 2.5. Antoine-Jean Duclos, after Augustin de Saint-Aubin, Le bal paré, 1774, engraving, 





Figure 2.6. Vue du Vauxhal [sic] de la foire St. Germain, 1772, Stamp, etching, chisel, 37.8 x 45 
cm, Musée Carnavalet.  
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